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Introduction

The Research Bulletin of the 21st Century Museum of Contemporary
Art, Kanazawa serves as a platform for making public the results of
the museum’s research activities. The title of this journal is a flipped,
mirror reflection of the verb “are” (R), which indicates the state of
the plural subject “we.” Our own reflection in the mirror is constantly
and inevitably surrounded by reflections of the external world, ever
changing in response to our actions. As a mirror, this publication is
designed to reflect the heterogeneous mix of aspects.

This issue's special feature is “Museum and Its Neighbors.” Designed
with the concept of a “Museum open to the city like a park,” the
museum marked its 20th anniversary in 2024, and a major renovation
is planned for next year. In light of this milestone, we believe it is
crucial to reexamine the concept critically. The museum is a popular
tourist destination, bustling with nearly two million annual visitors, yet
its value as a “park” lies not merely in the sheer number of visitors. In
addition to excitement, it offers a distance free from social interaction,
and, sometimes, a coexisting relationship while remaining indifferent.
This special feature explores the relationship between the museum
and its public nature from the perspective of “neighbors.”

The Forum features two research papers on our collection by the mu-
seum’s curators. The first is a report on the practice of Judy Watson,
an Australian artist of Aboriginal Waanyi heritage. Through her works
added to the museum collection in 2020, it explores the artistic uni-
verse as a response to the history of colonization, the memory of the
land, and collective memory. The second paper explores the possibili-
ties of museum exhibitions and realization potential by focusing on the
score-like nature of events in the Fluxus context, through an interview
with Mieko Shiomi, and 10 works acquired by the museum in 2022.

We would like to express our sincere gratitude to all those who gra-
ciously agreed to be interviewed despite their busy schedules and
have provided valuable materials and information, as well as precious
support and guidance.

June 2026
21st Century Museum of Contemporary Art, Kanazawa
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In 2002, as part of an Artist-in-Residence program, Alberto Garutti (1948-2023) was
invited to Kanazawa. He installed light bulds outside shops and houses located around
the planned location of the 21st Century Museum of Contemporary Art, Kanazawa.
Sensors installed inside the buildings detected the movements of their inhabitants and
activated the light bulbs outside whenever someone was inside.
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From the Editor

Architecture is subject to the social responsibility of considering its
neighbors. This is especially true when the art museum claims to be
a “park.”

Just as | was planning this special feature, the architect Fumihiko
Maki (1928-2024) passed away. Known for his designs of 7okyo
Metropolitan Gymnasium (1990) and 4 World Trade Center (2013), his
works are a crucial legacy for considering the concept of cities. One
such example is SPIRAL (1985) in Minami-Aoyama area, an urban
cultural facility created as part of Wacoal's cultural initiative. Along
the spiral route towards the upper floors, benches are placed facing
the street, allowing people to sit quietly and escape the hustle and
bustle. In this facility, open to everyone, Maki designed a space that
embraces urban solitude.

When he discussed urban solitude, he referred to A Sunday
Afternoon on the Island of La Grande Jatte (Un dimanche apres-midi
a I'lle de la Grande Jatte) (1884-1886) by Georges Seurat. People are
depicted facing the same direction without exchanging a word. It
is a portrayal of an urban community in which people coexist while
maintaining proper personal space.

The 1980s were also a time when urban tumult expanded amid
the euphoria of the bubble economy, so overwhelmingly that the
approaching footsteps of the end of Japan’s long period of rapid
economic growth could scarcely be heard. In that atmosphere, soli-
tude was treated as something to be avoided, and the energy of the
city sought to rescue people from it. Or else it forced solitude into
invisibility, relegating it to hidden places as though it were something
inherently negative. As a consequence, in the aftermath of the bub-
ble's collapse, those who had lost their jobs began to seek a place
for themselves in public parks. A park is not merely a place animated
by the cheerful voices of families. It also came to serve as a space
for urban solitude.

Twenty years later, the 21st Century Museum of Contemporary Art,
Kanazawa was founded in 2004 based on the concept of a “Museum
open to the city like a park.” Located in the heart of Kanazawa City,
this museum has overturned the lofty image of contemporary art,
establishing itself as a distinctive presence among regional art muse-
ums in Japan and attracting nearly two million visitors annually. We
have praised ourselves for this as a great success. However, attracting
visitors is not the sole purpose of a museum. Rather, since it claims
to be a museum like a “park,” it must also have spaces that embrace
solitude and even alienation. Twenty years after opening and in an-
ticipation of a major renovation milestone, now seems to be the right
time for self-criticism regarding our self-praise, and therefore, we have
planned this special feature on publicness.

8 From the Editor

The special feature begins with an essay by philosopher and
ecologist Timothy Morton on The Swimming Pool (2004) by Leandro
Erlich—one of the most popular exhibits among our museum visi-
tors. People above and beneath the water simply wave to each other
without knowing much about each other’s attributes. In that moment,
individuals are momentarily freed from their social attributes, such as
their occupation or nationality, and face others as human beings. It
encompasses beauty alongside surprise, and as Morton says, “It's not
like when you see how a magic trick is done.” His essay delves into
the significance of this beauty in the context of democracy.

Morton visited Kanazawa in 2023 and engaged in discussions with
anthropologist Juichi Yamagiwa, philosopher Masatake Shinohara,
and artist AKI INOMATA. The opportunity was arranged by the former
museum director Yuko Hasegawa, who contributed an article for this
special feature as well as a commentary on the discussions. Hasegawa
was also deeply involved in defining the museum concept, working
closely with architect SANAA, who designed the museum. Amid the
growing individualism accelerated by the expansion of disembodied
perceptions and online communities in today’s information society,
Hasegawa interprets the museum as architecture that provides phys-
ical experiences that loosely connect individuals with one another by
seamlessly linking the public and the private.

We also visited director Shinya Satoh at Hachinohe Art Museum
for an interview. In recent years, there has been a growing expecta-
tion that museums should serve as a third place. Designed by Tezzo
Nishizawa, Yoshihide Asaco, and Junpei Mori, the Giant Room was
conceived as a public space with no designated purpose. New forms
of publicness have been sought through its operation. Thanks to its
undefined functions, this room with its novel (and perhaps unusual)
name has a versatile potential. It is “giant” precisely because it was
given no specific meaning. Meanwhile, properly managing the op-
eration is key to making the most of this space. We asked Satoh, as
director, for insights on how to vigorously utilize this space.

Professor Kaori Ito of Tokyo University of Science, who has offered
workshops in collaboration with our museum, discussed how urban
spaces can become places where people feel a sense of belonging,
drawing on research on public life from the perspective of urban
studies. A public space is not enough on its own to serve its purpose;
it requires certain means and support to engage people.

With this in mind, philosopher Makoto Yanai was invited to con-
tribute an essay to critically examine the concept of “publicness.”
Drawing on Jurgen Habermas's discussion on the “public sphere,”
Yanai scrutinized ingrained notions of “publicness” while focusing
on the existence of marginalized people. He reexamined the term




“publicness” through Judith Butler's concept of “cohabitation,” which
acknowledges people living together while embracing differences
rather than preexisting principles. Yanai wrote, “the public must not
be a spirit that seeks reconciliation too readily” as the concluding
remark. This very insight raises the question of how to promise a
park-like setting to citizens (in the sense of both general visitors and
autonomous individuals who constitute modern society), while coping
with its location in a tourist destination.

Perhaps what this special feature seeks to reexamine is the muse-
um'’s attitude. By viewing the museum visitors as mere “customers,”
a logic to control the space instantly emerges. Defining them as
customers directly leads to taking control of the space and justifies
intervening with those present. How can we tolerate the quiet pres-
ence of others? Instead of forcing mutual understanding, there can be
a coexisting relationship while remaining indifferent. Accepting such
a loose relationship can be an essential quality for a public space. In
other words, a public space is not necessarily a place that demands
people to behave like a “customer.” In fact, the visitor-owner relation-
ship itself is inappropriate for a “park.” A coexisting relationship free
from social interaction, while sometimes remaining indifferent—how
should public facilities be operated to accommodate such a loose
coexisting relationship?

An 11-month long-term closure is scheduled from May 2027 to
March 2028. However, hosting various programs is expected for this
popular tourist-destination museum even during the closure. As a
community-rooted museum, we should address the non-negligible im-
pact of the closure in collaboration with the community. Nevertheless,
defining the museum'’s quality from a tourism perspective alone would
limit the intrinsic significance of its publicness. For the museum that
adopted the concept of a “park,” the subject of publicness should
require prudence. Instead of categorizing visitors as “customers,” we
view them as “neighbors” for the moment. It is a way of putting things
that acknowledges that a museum and its neighbors are, ultimately,
distinct from one another. As a place to welcome these neighbors,
we seek the significance of preserving a space where people can
comfortably be left alone.

(MOTOHASHI Jin)
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Leandro ERLICH, The Swimming Pool, 2004
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Why This Museum Is the Best
Timothy MORTON

One of the first things you see when you come to this amazing mu-
seum is the swimming pool (fig.1). You see a swimming pool—how
interesting. | bet you weren't expecting this in an art museum!

That's what this place is all about: unexpected things, but ordi-
nary things too. Ordinary things can be strange and wonderful and
mysterious. Everyday life is magical.

You approach the pool and look inside. Isn't it like looking at a
painting, but instead the painting is on the ground, outside? Perhaps
it's raining and you see the pool through the glass window. It's like
looking at a painting in a frame. But this is a swimming pool. Aren't
all paintings swimming pools, in a way, thinks your mind? You can
dive into them. You can admire them. They're moving. Yes they are!
They only look still, but then you remember that you walk up to them,
you look all around inside you walk away. They're made of colors and
light and materials—sometimes they're really made of water, as in ink
paintings or watercolors or acrylics.

Anyway, here you are, looking into this pool.

And you see something amazing. You see people in the pool,
deep inside it. They're standing up. They're wearing clothes! How
can this be?

Don’t we always see amazing things in paintings? As if we're look-
ing into another world? And then don’t we realize that we're seeing
this world, but it's like we're seeing the future? You never saw people
in a swimming pool, fully dressed—yet. You didn’t see them except
in this...work of art? You don't know any more, but it sure does feel
that way. How miraculous is that? It's like in Buddhist literature, when
they talk about dancers in the sky (the dakinis, the goddesses). How
can a human being be dancing in the sky? How can a human being
be walking fully clothed inside a swimming pool?

It takes you a while to realize that the pool must have a glass bot-
tom, and that some visitors to the museum have entered a chamber
underneath this bottom. And then the true miracle happens: knowing
this doesn't spoil the illusion at all. It's not like when you see how a
magic trick is done. The “trick” aspect of the magic is part of the
magic, in this case. No one fooled you like this, yet...even the trick
aspect is from the future.

Artis from the future because whatever you see in art hasn’t really
happened to you. It's just a painting on a wall, some words on a page,
some sounds in a room. No one ever really grabbed you and said
“You gotta be starting something” in a powerful, mellifluous voice.
Yet. That was a Michael Jackson record in a disco. Michael Jackson
didn’t really grab you. That hasn't happened to you. Not yet. It might
happen...but not yet.

This "not yet” feeling is really important. It's the real future. We
spend a lot of money and time creating algorithms that predict the
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future so we can control it. But that's because we can’t really control
it. If we're not careful, the past will eat the future this way. We will
run out of roads. Look around you at this warming world. Art makes
you realize that another future is possible. Another time is possible.
Another world is possible. Some art does this really powerfully, and
it's the same with the swimming pool at this museum.

| could spend a long time talking to you about this swimming pool.
| could argue how it embodies the essence of what the philosopher
Immanuel Kant says about beauty, which is the feeling of “true.”
When a mathematician looks at an equation that is correct, they get
this feeling. If you could bottle this feeling—or put it in a swimming
pool—the world would be a much better place. There should be more
beauty in the world, because there should be more truth in the world.
I'live in America where we are up to our eyeballs in muck: conspiracy
theories, aggression, prejudice, big oil... WWe Americans could all do
with a dip in a swimming pool. You can learn everything you need to
know about art and about this museum by contemplating this pool.
| really mean it.

Truth. Even a small child can feel it. When they figure out 1+1 =2
they feel it. It's the same feeling as when an old mathematician proves
a complicated theorem. Children love swimming pools. They might
love to see their parents waving up to them from inside a living work
of art made out of a swimming pool. They might love to wave to their
friends like that. Imagine you could wave to the figures in a painting.
Wouldn't it be wonderful? You might fall in love forever if you did that.
And you can: just come to this museum. You might fall in love with the
feeling of “true,” the lovely, cool, sparkling, rippling, feeling of truth.

It's universal truth, but it's not an idea: this is art, it's (just) a feel-
ing. You can't force other people to agree with you, because there's
nothing to agree with. This feeling of “true” is beyond concept. So
there you are, in a group of strangers, looking into this pool, and you're
all feeling somewhere close to this, and you're not fighting anyone or
forcing anyone to see it how you see it, because that would ruin it.
Meetings of the local city council should happen around this pool. It's
a vital part of democracy: beauty | mean. Without beauty, there's no
way to treat each other nicely enough to have democracy. In America
right now, there is ugly mud wrestling, and everyone needs a good
soak in some clear water.

This pool of water, it's like the number 0 or one of those beautiful
Japanese circles in sumi ink, the way the brush can express empti-
ness. | study Buddhism and | like to think that emptiness is a feeling,
not (just) an idea. Philosophers like to compete over how correct they
are about emptiness, but | think the higher way to understand it is
that emptiness is a feeling. The Sanskrit “seed syllable” for emptiness
is AH, which is a sigh of relief. What a relief to see a beautiful pool of




water, to have a relaxing dip, to see something ordinary and strange
and peaceful, people walking in the reflected rippling sky under my
feet...ahhhh. Now | can think. Now | can be a kind person.

It's the opposite of the idea of a “fish out of water,” an English
phrase for something incongruous or for someone who is “flounder-
ing” in a strange and hostile atmosphere. It's like a fish who spends
most of their time flapping around on dry land, suffocating. Then some
kind person dips them back in the water where they live, and they
can wiggle and breathe. That's what this swimming pool does; that's
what this museum does.

It's playful and profound, playful because it's profound, profound
because it's playful. Think of the way you can let your child play in
the playrooms here. Or sit on those metal chairs and play outside; or
whisper to each other through those speakers on the lawn. This is all
part of the art. It's a relief for the parents, it's a relief for the non-par-
ents, it's a relief for the children...it's not just an add-on. It's essential
to the whole philosophy of this museum. This is key to understanding
what you're being treated to here.

The word “curate” comes from the Latin word for “care.” To
curate is to care. This museum curates art, in a deep sense, because
it cares about you. It has a swimming pool for your soul to swim in. It
is a playground for your imagination. It teaches you by showing. And,
it goes without saying, it's incredibly hip and cool and contemporary
and fresh... It goes without saying maybe, but contemporary art often
has an oppressive, dull feeling of “grown-up” about it. That's not
right. Contemporary art, although it loves to take apart the binaries
of “art” and “life,” “beautiful” and “disgusting,” “high” and “low,”
is still pretty high and mighty and way too posh, if you ask me. This
museum throws modern art in the swimming pool and it comes out
as fresh and gorgeous as it ought to be.

And then it hits you: this is the best modern art museum on the
planet. Heck, it's one of the best museums on the planet, period. And
here it is, right in Kanazawa.

It's so amazing that the author of this essay decided to devote
the rest of his life to working in Japan only for this museum and its
director, Yuko Hasegawa. Yes that's right. So expect more from me.
It's been a privilege to take a dip with you.

Houston, Texas, February 2024

Timothy MORTON

Timothy Morton is Rita Shea Guffey Professor of English at Rice University and Director
of the Cool America Foundation. Morton is the author of Hell: In Search of a Christian
Ecology; over 20 other books, translated 52 times into 22 languages; and 400 essays. In
2014, Morton gave the Wellek Lectures in Theory at UC Irvine. Morton has collaborated
with many creators, including Laurie Anderson, Bjork, Adam McKay, Jeff Bridges, Olafur
Eliasson and Pharrell Williams. In 2019, Morton's opera 7ime Time Time was performed
around Europe. In 2018, Morton curated art exhibitions on their book Hyperobjects in
Barcelona and Marfa, Texas. Morton has been featured in 7The New Yorker, The Guardian,
Vice and Wired.
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Commentary on Timothy Morton (2024)

HASEGAWA Yuko

This is a commentary on Timothy Morton's essay Why This Museum
/s the Best and his lecture “Imagine the Clouds Dripping™.”

Morton began his work in the study of Romantic literature and, in
an effort to overcome the dichotomy between humans and nature,
has advocated for the materialization of emotion and empathy by
drawing on Object-Oriented Ontology (OOQO). At the core of his phi-
losophy lies his perception of temporality: “Meaning is from the past.
Meaningfulness is from the future.” He argues that art is a gift from
the future, embodying feelings as thoughts that have not yet found
words. In his talk, he captures life as a “beautiful accident,” which he
describes as the universe showing compassion towards itself.

Central to Morton’s praise of the 21st Century Museum of Contemporary
Art, Kanazawa as “one of the best museums on the planet,” is the pool
at the entrance of the museum. More than just an installation, this
pool embodies the very essence of art. The sight of people standing
fully clothed beneath the water’s surface creates a scene that is both
real and surreal. It is like looking at a painting while simultaneously
experiencing the miracle of interacting with the people inside it. Even
after understanding how the illusion works, the magic remains. Why?
Because the “trick” itself is a gift from the future.

Morton interprets this pool as embodying what Kant considers the
essence of beauty —the sense of “truth.” It is akin to the feeling of truth
that a mathematician experiences when discovering an equation that
is correct. He contends that this sense is vital to democracy. Without
beauty, an appropriate attitude toward others cannot be born, and
thus, democracy cannot exist. At the same time, it resonates with the
concept of the circle in Japanese ink paintings and the idea of emp-
tiness in Zen Buddhism. He points out that emptiness is not merely
a concept but rather a feeling experienced as a sigh of relief (“ah”).

What makes this museum unique is its inseparable fusion of playful-
ness and profundity. Elements like the children’s playrooms and pipes
like tubas on the lawn are not merely add-ons. They form an integral
part of the museum'’s philosophy. The museum skillfully sidesteps the
“grown-up” heaviness that tends to wear contemporary art down.
Considering that the term “curate” originated from the Latin word
“care,” the museum practices “care” in a deep sense by allowing the
souls of visitors to swim and their imaginations to play.

This attitude lies in contrast to the American space depicted critically

by Morton. In his lecture, he criticizes the uniformity of lawn culture
as a “dead space.” This isn't just a critique of aesthetics but one that
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carries deeper social implications. Standardized lawn management
utilizes derivatives of defoliants used in the Vietnam War. It has also
become a space where racial violence is justified under the pretext of
“self-defense against trespassing.” In contrast, this museum is full of
life. It functions as a “vibe-generating-and-sharing device,” enabling
a situation where each individual can enjoy doing whatever they like
while being vaguely aware that they are sharing the same space with
others.

The creation of the public sphere through feelings and physicality
stems from the sharing of visuals and sounds. In this museum, no
matter where you are, you can vaguely hear the laughter of children
and, at times, the crying of babies in the distance. While the sounds
are a jumble, they resonate in vibrant harmony, like a polyphony.

The visual sharing aspect of the museum is also unique. The circular
glass-walled building is open to the public as a free interaction zone
from 9 a.m. to 10 p.m.. People can be seen through the glass corridor
in the space beyond. Even though they are in a separate space, one
can observe those people as part of the scene. It is visual stimula-
tion—a shared visual experience while also sharing the space.

While Morton distances himself from analyzing emotions, he still has
high hopes for art as something that evokes inspiration and feeling. Art
cannot exist without a subject, and no one can fully explain why one
is touched by a particular work. However, each one triggers a different
wave of emotion, and together, they form a great swell of empathy.

SANAA's sensory concept, which softens and blends the boundaries
between private and public, has been globally recognized because of
the way it mitigates the skewed individualism that has become overly
self-referential in the disembodied online world. It transcends the de-
sign of physical space, presenting a new model of publicness rooted in
the democratic sharing of sensation and experience. It truly functions
as a place that embraces and amplifies what Morton describes as the
“beautiful accident of life.”




Notes:

*1 The keynote lecture delivered by Timothy Morton at the symposium “New Ecology
and Artistic Practice,” organized by the 21st Century Museum of Contemporary Art,
Kanazawa, on December 17, 2023.

For further details, see below https://www.kanazawa21.jp/data_list.php?g=105&d=110
(Accessed: May 6, 2026)

HASEGAWA Yuko

Yuko Hasegawa is a curator and art historian. She is Research Professor at the Graduate
School of Management, Kyoto University, and Professor Emerita at Tokyo University
of the Arts. She also serves as Program Director of the Art & Design Division at the
International House of Japan, Visiting Professor at the Research Institute for Humanity
and Nature, and Artistic Director of the Inujima “Art House Project.” She is a former
Director of the 21st Century Museum of Contemporary Art, Kanazawa. She has received
numerous honors, including the Commissioner for Cultural Affairs Award (Japan, 2020),
the Order of Arts and Letters, Chevalier (France, 2015), the Brazilian Order of Cultural
Merit (2017), and the Order of Arts and Letters, Officier (France, 2024).
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Interview with SATOH Shinya, Director of the Hachinohe Art Museum

“Opening” the Museum:

On the Publicness Between the Ordinary and the Extraordinary

Interviewers: HARADA Mio, MOTOHASHI Jin

The Design Concept Where the “Ordinary”
and the “Extraordinary” Intersect

Motohashi: About 20 years have passed since the opening of the 21st
Century Museum of Contemporary Art, Kanazawa, and now it attracts
many tourists from in and out of the country. On the other hand, due to
factors including overtourism, 80% of visitors are tourists, while only
20% are residents of the city. With a low rate of museum visits among
citizens, we face a challenge in building relationships with the local
community. Have we achieved the initial vision to create “a museum
where people who do not know a lot about art would visit”? Now is
the time for us to reconsider once again the vision of “a museum like
a park,” a vision we held at the time of opening.

Satoh: At Hachinohe Art Museum, since the re-opening in 2021, we
have also been making regular efforts to involve citizens and help
them use the museum.

Motohashi: | think that, across Japan, public spaces such as art
museums and libraries are being redefined. | believe Hachinohe Art
Museum was built and has been used as part of such efforts, and
today, drawing upon each of our practices, we would like to think
together what an “museum open to the city” should be like.

Satoh: | see. To share a bit of context, the basic concept of the
Hachinohe Art Museum had three pillars: serving as an art muse-
um, an art center, and an education center. In other words, from the
beginning, we intended to create a place equipped with spaces not
only for exhibitions but also for learning and activities. It was based
on a vision to propose an image of a new art museum, taking into
account the relational art projects we had already been promoting
and the contemporary art world’s trend toward emphasizing learning.

Motohashi: So, there was an intention to redefine the image of
the art museum. Art museums used to be solemn places where
people dressed formally, and | think the 21st Century Museum of
Contemporary Art, Kanazawa challenged that conventional notion. Yet
in the end, we feel stuck between being the space for the ordinary and
the extraordinary. In the case of Hachinohe Art Museum, what was
the guiding idea for its conception and the planning of its building?

Satoh: It was after the museum'’s basic concept had been established
that | became involved. | had an opportunity to visit Hachinohe City,
where | remarked, “There is potential to create a new kind of art
museum where activities and exhibitions coexist.” This caught the

attention of city officials, and | joined the project from the proposal
review process for selecting the architects. Then there was a proposal
that clearly divided the space into the “lively area,” where citizens can
engage in their activities convivially, and the “quiet area” for viewing
artworks in tranquility. It was considered close to the founding vision
and so selected. This “lively area” was realized as the Giant Room,
a grand triple-height space that symbolizes the museum. The Giant
Room is simultaneously a foyer, a resting space, and a workplace,
and it can accommodate the creation and exhibition of artworks. Up
to the Giant Room, it's an extension of ordinariness, and beyond that
lie the exhibition rooms, as a space for the extraordinary.

Motohashi: It balances out ordinariness and extraordinariness.
Does this new image of an art museum sometimes perplex visitors,
perhaps?

Satoh: That is true. The entrance is continuous from the ordinary life,
rather than welcoming visitors into a grandiose marble-clad space.
It's designed to be like that, but it seems to betray the expectations of
some who have a certain image of an art museum. Moreover, some
think the exterior looks like a factory, so it does not look like “the
palace of art” at all (fig.1).

Motohashi: At our museum, too, we have organized workshop
programs for visitors, while the exhibition of contemporary art itself
requires a space that feels extraordinary. It's difficult to balance the
two.

Satoh: It's a complex issue. Art museums are places for protecting
artworks, but they are also public places where people gather. We
adapt the use of space flexibly, for example, by shifting where eating
is permitted depending on the exhibitions. Rather than drawing clear
boundaries, we make adjustments through use. In fact, there was
a discussion about whether we should use the term “art museum.”
We thought that if we used a different name that suits the function
and purpose, like an “art center,” people might not comment that it
does not feel like an art museum. Nevertheless, our predecessor was
named the Hachinohe Art Museum; we have a collection, and we also
had a vision to update the concept of the art museum itself, so we
decided to call ourselves an art museum.

Motohashi: Rather than changing the name, it extends its meaning.
Regarding names, many rooms have names that do not limit their
functions—such as the Giant Room—and | suspect this leads to their
flexible use. What was the process of naming them?
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Satoh: The name “Giant Room” was proposed by the architects.
Names of exhibition spaces, such as “White Cube” and “Black
Cube,” also followed the architects’ proposal. | think it was a good
decision rather than calling them by numbers and letters, like the
Exhibition Room 1 or A, as the names can express the character-
istics of each space.

Motohashi: Naming shapes the characteristics of a space.

Satoh: Yes, indeed. For example, in the case of the Giant Room, it
is “a room where the activities of people themselves can become
works of art,” ultimately. The comfort of people during activities is
the priority here, and with walls that have a high sound-absorbing
effect and curtains, sound does not echo much, considering the
height of the ceiling (fig.2). This came from an acute realization
through my involvement in designing 3331 Arts Chiyoda: a fully
white cube space, up to the floor that looked good with artworks,
but was not suitable for people to stay for a long time. After that,
| encountered an exhibition called “TURN FES” at the Tokyo
Metropolitan Art Museum. The space was visually very informal,
with a tile-carpeted floor and walls covered with perforated boards,
and there | found the potential for the space to be used flexibly
for activities and exhibitions, including sitting on the ground to
chat and hanging things on the wall. At Hachinohe, we created
an extension to it, as a space that can embrace multiple activities
happening at the same time.

What Lies Between “Exhibitions” and “Activities”

Motohashi: Indeed, the process of making artworks itself is some-
times presented in the Giant Room.

Satoh: That's right. The process of making art itself becomes the
artwork and also a performance. Itis as if it created an installation
with people, where people were inside the work, and the viewers
participated in the place of production.

Motohashi: \When we look down the Giant Room from above, we
can clearly see that activities and viewing exist simultaneously.

Satoh: Because the activities in the Giant Room can be viewed from
above through the triple-height atrium, we inevitably have to think
about how that scene appears. Nevertheless, we cannot always
have activities happening in the Giant Room, like workshops, and
we are trying to keep some traces of past activities—for example,
by intentionally leaving writings on a whiteboard after a meeting
for a while, or by playing videos of past activities.

Harada: How do you document and preserve the outcomes of
those activities?

Satoh: That's exactly what we are thinking about right now. The
collection at the Hachinohe Art Museum includes “educational
printmaking,” collaborative works by junior high school students
in the 1970s. In other words, works made by anonymous citizens

lie at the heart of the collection. | think it is a new challenge for art
museums to preserve the outcomes of citizens’ activities and collabo-
rations for the future. For the exhibition “Beautiful HUG!,” a composer
produced music inspired by the educational prints, children living in
Hachinohe sang it, and it was exhibited as a nine-hour sound installa-
tion. We are just thinking about how we should record the intangible
relationships and time created by this work and treat them as items
in the collection (later, in 2025, the museum decided to acquire this

work for its collections).

Harada: At our museum, too, we discuss at almost every acquisitions
committee meeting how to handle these kinds of intangible works.

Satoh: That's the case for us, too. | want to keep thinking about these
issues by discussing them with committee members so that, on the
institutional level, too, we can respond to cases flexibly. In the end,
thinking about running the space and renewing the collection alto-
gether is fundamental to what an art museum is.

Harada: It is a challenge for museums everywhere to preserve citizens’
activities.

Satoh: Yes. At Hachinohe Art Museum, we have a dedicated tech-
nician to record activities. He records daily activities with photos or
videos, and a substantial number of scenes—recorded at a certain
quality—are housed in the archive. Based on my experience, the eval-
uation of project-based artworks is, at the end of the day, determined
by the existence of photos or videos, so | thought that such a staff
member was necessary for this museum, which promotes relational
art, and he has been part of our team since the museum opened.

Motohashi: It is really interesting as a management method for an art
museum centered on activities. How do you organize activities taking
place in the Giant Room?

Satoh: We divide them roughly into three categories: activities fully
up to citizens, for which the space is used almost as a rental space;
art projects; and exhibitions. Concerning the latter two, exhibitions
do not change from beginning to end, whereas projects change over
time. For instance, during the “Beautiful HUG!"” exhibition, AOKI Noe
exhibited an installation in the Giant Room, which is an example of
the exhibition. It had an open creation process, and anyone could see
the welding process. In terms of the projects, some develop from an
exhibition, and others are planned by curators, and we do not see any
hierarchy between the two. For the same reason, we do not use the
term “educational programs.”
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Toward Management Mediated by People
Motohashi: | see. How do curators take part in projects?

Satoh: In terms of the Giant Room, as it mainly features project-based
activities, the curators’ role focuses rather on art management than
on curation. If curation is about selecting artists and artworks based
on a theme developed by curators, in our case, we choose artists
first, and staff who work on art management help realize the artists’
visions together.

Motohashi: To do so, it seems necessary to clarify the scope of each
existing role and have everyone on the same page.

Satoh: We approach that very carefully. Based on my experience of
managing an art project in collaboration with Toshima Ward, Tokyo, |
know that organizing each role is crucial for a successful project. So,
we did that by working closely with the then vice-director, who was
in charge of the original basic concept. For example, we categorize
our activities into three—exhibitions, art projects, and collaboration
with schools—and volunteers into two—art farmers and co-creation
partners.

Motohashi: What are the roles of art farmers and co-creation partners?

Satoh: Art farmers are the citizens involved in the museum’s activities,
including supporting artists’ production and managing projects. Itis a
role commonly referred to as volunteers or supporters, but we inten-
tionally use a different term so that the museum and art farmers can
work together without a hierarchical relationship in which the museum
is positioned above the art farmers. For instance, as part of their role,
they serve as guides for the “architecture tours,” showing visitors
around the Hachinohe Art Museum building. Instead of giving the
guides a tightly scripted outline, we only share the basic information
and leave the rest up to them. Co-creation partners are organizations
with legal status, such as companies and universities.

Harada: It is interesting that the Hachinohe Art Museum adopts a
policy that allows citizens to take initiative.

Satoh: What | learned through experience is that the operation of
art projects is very difficult if we do not have the skills to collaborate
with the citizens who are involved in the management. As two of our
curators have worked on art projects, including in Hachinohe City, we
use their know-how as the foundation and manage activities while
taking citizens’ initiatives seriously.

Motohashi: In the case of our museum, the large number of visitors
inevitably leads to standardizing the way we operate to manage the
flow of people. The staff members who have direct contact with vis-
itors are gallery attendants and ticketing staff, but gallery attendants
are often required to focus primarily on the protection of the artworks.
As a result, even when visitors ask questions about the artworks, it is
difficult in practice for them to provide detailed explanations.

Satoh: | understand. At the Hachinohe Art Museum, staff often talk

to visitors. We refer to the security staff in the exhibition rooms
as “guides” and ask them to proactively talk to visitors. Rather
than silently protecting the artworks, we create a relationship in
which they share information about artworks. However, while it
works for us now as a management method suited to our current
visitor scale, we will need to address different problems if we
have a large number of visitors, as at the 21st Century Museum of
Contemporary Art, Kanazawa.

Harada: At our museum, the Curatorial Section and Public Affair
Section are clearly separated; the former is in charge of exhibitions
and the latter of educational outreach programs. Organizationally,
the structure tends to be rather top-down, and it seems that hier-
archical relationships remain between the museum, volunteers,
and visitors. Due to the large number of tourists, the “hospitality”
aspect is often emphasized, making it difficult for citizens and
volunteers to get involved with the museum on equal terms. How
do you build that relationship in Hachinohe?

Satoh: We try our best to have a non-hierarchical relationship with
art farmers and guides. Rather than giving orders in one direction
from us, we collaborate while respecting their practice. Our ideal
is to create a relationship for thinking together, rather than a mas-
ter-servant relationship.

Motohashi: It would be better, ideally, to have someone on site who
could communicate smoothly with the museum staff.

Satoh: During the previous collection exhibition, one of our curators
worked in a dedicated space near the Giant Room so that they
could speak with visitors. While they were not there, visitors could
leave letters, and curators would write a reply to every one of them.
Having said that, it's only possible with the size of our visitors and
because we have a space like the Giant Room, so it cannot be
generalized easily.

How to Build a Park-Like Museum
as a Space of Relationships

Motohashi: While we describe ourselves as a “museum like a
park,” in reality, | still feel that relatively few visitors picnic or spend
time freely, whether inside or outside the museum.

Satoh: For example, even under the current circumstances, it might
be possible to more clearly define areas that can be used flexibly,
like a “park,” and open them with certain rules in place. In terms
of initiatives for local citizens, what kinds of activities do you carry
out?

Motohashi: We have a free admission day for local citizens called
“Open Museum,” held in conjunction with Kanazawa Citizens
Free Art Day in November. In addition, we run a program called
“Museum Cruise,” which invites fourth-grade elementary school
students in Kanazawa City to visit the museum and view artworks
free of charge.
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Satoh: Inviting all elementary school students is something we also
want to do in Hachinohe Art Museum. It seems to me that at the 21st
Century Museum of Contemporary Art, Kanazawa, the successes are
indeed thanks to the accumulation of time since its opening. In our
case, though, we try not to use the word “tourism” as our guiding
principle and embrace a citizen-oriented approach—to be open to
citizens and work with them. We welcome tourists who visit us as a
result, but our management is not limited to tourism only.

Motohashi: By the way, it feels as though citizens are given consid-
erable latitude at the Hachinohe Art Museum. On the other hand, art
museums are also required to have beauty and a sense of order. How
are you balancing the two?

Satoh: We are always conscious of that balance. If you restrict that
freedom too much, a sense of distance emerges between the space
and the citizens; but if you leave everything completely open, the
space can become visually chaotic. For that reason, we exercise a fair
degree of control over the design of the outer framework, including
fixtures and signage. We standardize the specifications of exhibition
panels, for example, and unify the fonts, so that a minimum frame-
work is in place. Within that framework, however—in other words, in
how things are presented and how activities are carried out—we allow
complete freedom. It is an approach that establishes the framework
while entrusting what happens inside it to others.

Harada: At our museum, everything is designed based on the concept
of a circular plan and the form of the building itself. As a result, even
the meeting rooms are shaped as segments of a circle, which can
sometimes make them difficult for staff to use.

Satoh: At the 21st Century Museum of Contemporary Art, Kanazawa,
it works as a museum space once we simply place things inside. | think
that is a characteristic of the museum. In contrast, here (Hachinohe
Art Museum) is a bit more informal, and its architectural aesthetic is
less rigid. For example, even when a chair hit a wall, the stain would
be quite invisible thanks to the finish of the building, so some aging
can be tolerated. It is that sort of space.

Harada: In terms of plinths and display cases, there are cases where
the original models are not produced anymore, and we need to make
some ad-hoc ones when we become short of them. As we use indus-
trial products, we face the difficulty of not being able to use the same
ones forever. How do you deal with that issue?

Satoh: We update things based on our on-site evaluation. In terms
of space use, while taking the designer’s intention into account, we
sometimes diverge from it. Yet it is not about deforming the original
concept; rather, the designers enjoy such changes, finding different
ways to use the space. | would say our management is quite flexible
based on such a relationship. Even so, the sheer number of visitors to
the 21st Century Museum of Contemporary Art over the past five years
or sois, honestly, quite challenging. Of course, it is not solely a matter
of the architecture, and there is no point in accusing anyone. | have
visited there several times since the opening, and the circumstances
are clearly different from those at the time of its opening. It is natural
for various problems to arise when you have so many people visiting.

Harada: When | give a lecture to students during their museum in-
ternships, | find that they are interested in the large number of visitors.
They consider our museum the most successful contemporary art
museum in Japan, with far more visitors than other museums. And
they want to examine why so many people come. In response to
that, we can say some comforting things as an explanation, but over
time, | started to feel something was wrong about that. Transparent
architecture, space that creates encounters—while speaking of these
ideas, | started to wonder if we can consider this as our “success.”

Satoh: In Aomori Prefecture, a situation similar to the 21st Century
Museum of Contemporary Art, Kanazawa is found at the Towada Art
Center. They also have an overwhelming number of tourists, and they
would still have enough visitors with only their permanent collections.
It seems to me that the museum is caught up in the structure of
tourism and is no longer a space for citizens. However, it does not
mean that we do not want any tourists. It is a difficult issue. From our
perspective, too, it is a structure that is difficult to resolve.

Motohashi: In our case, too, while having an objective of promoting
culture, we end up receiving attention from the perspective of tourism.
Having tourists is not a bad thing, and of course, we appreciate them.
While making ends meet through tourism, how should we maintain
the cultural core? That is, | think, the hardest challenge we have now.

At the Hachinohe Art Museum, January 23, 2024
Text: HIRATSUKA Katsura (Project Pomu)
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Public Space and Public Life
in Kanazawa
ITO Kaori

1. Public Space Today

The creation of people-oriented public spaces has become a global
trend, and this way of thinking has gradually spread in Japan as well.
Behind this shift lies a transition from a management perspective
focused primarily on safety and functionality toward one that em-
phasizes the design and management of spaces that enrich everyday
civic life. In practice, initiatives such as placemaking have gained
traction, and in response to such needs, the national government
has introduced a range of measures, including regulatory relaxation
and subsidy programs. These include the more flexible operation of
road occupancy permits and partial revisions to the Road Act, the
relaxation of occupancy permissions for urban parks and revisions
to the Urban Park Act, as well as revisions to standards governing
the use of riverbank spaces. Broader policy directions have also been
articulated through initiatives promoting the Compact Plus Network
and walkable urban environments.

Yet when we ask why public space matters, the answers offered
are still, in most cases, limited to economic explanations such as the
creation of vibrancy, or to demographic ones framed as responses to
a shrinking society marked by low birth rates and an aging population.
Why public space? Oriol Bohigas (1925-2021), the urban planner who
led Barcelona's urban regeneration in the 1980s, declared that “public
space is the city.” By contrast, the American journalist and critic of
modern urban planning Jane Jacobs (1916-2006) wrote that when
we think of a city, the first thing that comes to mind is its streets: “if
the streets are interesting, the city is interesting; if the streets are dull,
the city is dull.”*" Jan Gehl (1936-), the Danish scholar and designer
widely known for his work on public space, likewise argued the im-
portance of “life between buildings.”? In this sense, many thinkers
and practitioners have emphasized that public spaces, especially at
the center of the city, most directly embody the city and constitute
its essential character.

Looking further back, modern urban planning, as developed in
early 20th-century Europe, envisioned a city in which functions such
as dwelling, work, and leisure were spatially separated and connect-
ed by automobile traffic. This model spread globally and was widely
implemented. In Europe, automobiles entered and eventually came to
dominate historic city centers that had originally been structured for
pedestrian life. As a result, many of these city centers lost population,
fell into decline, and saw public safety deteriorate. Under precisely
these conditions, momentum grew to re-recognize the meaning of
the city center and to reclaim it as a space for people. In cities such
as Copenhagen and Munich, these changes began as early as the
1960s, and in many others, their effects became visible in the 1990s
and 2000s. From this standpoint, we may still be in the midst of a
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search for a new balance in contemporary urbanism—a process of
recovering public space, the essence of the city, from the effects of
automobility and functionalist urban structure.

Against this background, this paper seeks to clarify the character-
istics and possibilities of public space in Kanazawa through a series
of surveys and activities conducted in the city.

2. Learning from Kanazawa: A Study of
the Museum as a Park

Against the backdrop of population decline, fiscal constraints on lo-
cal governments, and ongoing efforts to revitalize city centers while
promoting more compact urban forms, public facilities in Japan have
increasingly been reorganized. One notable trend is the integration of
multiple public functions into composite facilities that serve as civic
hubs. In particular, facilities centered on libraries that integrate mul-
tiple functions while offering comfortable places to spend time have
been increasing. What, then, might be said of art museums? In an
increasingly uncertain contemporary society, art is being called upon
ever more strongly for its potential to cultivate in people the capacity
to live and think with resilience and flexibility. Art museums are there-
fore among the important local institutions capable of fulfilling such
a role. In fact, art museums are increasingly adopting architectural
forms and operational models that tie with their surrounding commu-
nities in diverse ways. The 21st Century Museum of Contemporary
Art, Kanazawa, conceived as “an art museum like a park, open to the
town,” may be regarded as a pioneering example.

In this context, in fiscal year 2021, we conducted a survey and
analysis of the plazas surrounding the museum building as part of a
joint research project with the museum. The investigation consisted of
three components: Survey 1, an observational count survey (August
2021); Survey 2, a questionnaire survey (September—October 2021);
and Survey 3, a workshop documentation (November 2021).

Survey 1 focused on people’s stationary behavior in the plaza. At
the time of observation, the museum itself was closed due to priority
measures introduced in Ishikawa Prefecture to prevent the spread of
COVID-19. The exchange zone remained open, and sculptures from
the Kanazawa Sculpture Festival organized by Kanazawa College of
Art were displayed in part of the plaza. Because visitors were never-
theless present, the situation may be understood as approximating
ordinary conditions in which tourists and local residents intermingle.
We observed the plaza spaces surrounding the museum over three
days, including both weekdays and a weekend. Stationary behavior,
such as stopping, standing, or sitting, as well as the number of users
and their duration of stay, was recorded.

Survey 2 explored the impressions and memories held by people
familiar with the museum. A questionnaire survey was conducted
among members of the Friends of the Museum and registered vol-
unteers, asking about how they spend time in the outdoor spaces.

To reinterpret the findings of Surveys 1 and 2, we also conducted
a lecture and workshop titled Let’s Spend Time at the Museum as If It
Were a Park! as part of the museum’s Kanazawa Citizens Free Art Day
“Open Museum 2021." The record of this event constitutes Survey 3.
Following a lecture outlining the main findings from Surveys 1 and 2,
as well as general urban-planning perspectives on human behavior




in public space, participants were invited to spend time in the plaza
themselves and then share what they felt and observed there.

Detailed analysis is presented elsewhere™ ™, but several notewor-
thy points are highlighted here.

Fig.1 presents heat maps indicating where people spent time
in the plaza based on the results of Surveys 1 and 2. Darker colors
indicate higher user densities. The observational survey shows that
people tended to concentrate in places where outdoor artworks were
installed. By contrast, those familiar with the museum also spent time
around the artworks, but not exclusively there; rather, they used a
broader range of areas across the site, or at least retained such im-
pressions and memories of it. Notably, many respondents reported
spending time along the watercourse on the south side, where almost
no stationary behavior was observed in the general survey. While the
greater number of tourists and casual visitors mainly engaged with
the site through viewing artworks, those familiar with the museum
appear to perceive a broader range of values in the place.

Fig.2 shows the breakdown of activities observed in the plaza. In
the observational survey, the most common activities were viewing
artworks, taking photographs, and conversing, though the use of elec-
tronic devices, smoking, and play were also observed. Observations
of duration further indicated that stays tended to be short around
outdoor artworks —especially Color Activity House and Wrapping. In
contrast, longer stays were observed near the “Drop Chair,” “Maru,”
and the smoking area.

Among comments from people familiar with the museum, re-
marks on plants, water, and memories were particularly notable. Fig.3
and fig. 4 present examples of these comments. The museum grounds
contain a wide variety of tree species inherited from the former school
that once occupied the site. Users appear to observe and appreciate
these trees throughout the seasons. With regard to memories, many
respondents referred to experiences such as bringing their children to
play there when they were young, recollections of the former school,
and memories of museum events.
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fig.2 Breakdown of ways of spending time, based on observations
under ordinary conditions

fig.4 Comments on memories by people familiar with the museum
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In Survey 3, conducted on the basis of Surveys 1 and 2, workshop
participants spent time in the plaza themselves and shared what they
felt and observed through group discussion. Their comments were
then placed directly onto a plan drawing. A total of 87 comments were
collected and tabulated in fig.5 into two broad categories: “space,
environment, and situation” (things observed) and “feelings and
realizations” (things felt).

Category Element (l;l;ir;nﬁzrn?sf Category Element ’C\‘(;';n:jee;fsf
» Topography 1 Bodily sensation 3
2 Ground surface 16 Posture 6
3 Sky/sunlight/ weather 3 Touch 2
o |Water 2 Smell 3
2_ Plants 21 Hearing 5
g Wildlife 2 Relaxation / comfort 10
g Buildings 12 Sense of openness 2
2 Interior spaces 5 Tension 7
;_ Artwork 15 Familiarity 3
g People 28 Interest 4
5 Activities 14 Permission 5
z Off-site 6

Other physical elements 7
Time 3
Liveliness / bustle 6
Quietness / tranquility 4

fig.5 Number of comments by element from workshop participants

Among comments related to “people,” many referred to the
pleasure of watching others. Beyond simple observation, some also
suggested direct communication, such as “sitting and chatting to-
gether with a child who happened to be there” or “being able to start
a conversation with someone | had never met before because of an
artwork.”

Comments related to “plants” frequently referred to trees both
inside and outside the site. Particularly frequent were remarks on trees
as a source of support or repose, such as “it feels calming at the foot
of atree,” as well as comments on trees as objects of view, such as “I
found a cherry tree; | want to come back in spring for blossom view-
ing” and “I like the view from the Honda-no-Mori Museum.” Many
of these remarks were accompanied by expressions of comfort and
tranquility, and several also referred to smell, such as the fragrance
of Osmanthus.

Because the preliminary lecture had addressed the slope of the
ground, a fair number of participants also became newly aware of the
site’s topography as they spent time there. Some physically tested
the incline in relation to posture, as in comments such as “the angle
of the hill is nice—easy to lie down on,” while others connected it to
visibility, as in “the basin-like topography provides a good slope for
overlooking the area.” Comments about “the ground” itself likewise
reflected multisensory experience: “the fallen leaves feel soft,” “if the
grass were greener, | would want to roll around on it!!” or “a girl is
playing with crackling zelkova leaves.”

In general, outdoor places that people find comfortable tend to
share several characteristics: they provide a sense of protection at
one's back, open views in front, and some distance from the main flow
of passersby. This corresponds to the preference for open spaces that
still retain a degree of enclosure, such as European plazas. In this re-
spect, the architecture of the 21st Century Museum of Contemporary
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Art, Kanazawa—with its circular glass plan and plaza bordered by
roads on two sides—can produce a somewhat exposed spatial con-
dition. Workshop participants indeed commented, for example, “Is it
all right to look in the direction of the office? It feels hard to sit here,
hard to approach.” At the same time, the gently undulating landscape
that mediates the surrounding terrain, together with places where one
can lean against a tree trunk or feel sheltered beneath the canopy,
creates pockets where people can find comfortable places to stay if
they look for them.

A distinctive set of comments differed somewhat from the others:
those related to “permission.” Participants asked, for example, “Is it
all right to step onto the grass? Is it all right to sit here? If other people
are doing it, then maybe it is,” or remarked, “I thought you were not
supposed to sit on artworks, but if someone else is doing it, then
maybe it is allowed,” “There needs to be some indication that sitting
on the artwork is permitted,” and “Without a sign or something, it
feels difficult to stop here.” These comments reveal a strong sense
of normative awareness and a degree of hesitation about walking on
the lawn or sitting on artworks. For public spaces to be actively used,
what seems necessary is a moderate balance between autonomy
and freedom —neither excessive self-restraint nor radical deviation
from social norms. These findings may also resonate with broader
discussions of public space.

3. Learning from Kanazawa: Public Life Week

Let us now leave the museum and turn our attention to the public
space in central Kanazawa.

In recent years, efforts to make active use of public space for
urban regeneration have gained momentum across Japan. In central
Kanazawa as well, a number of initiatives have been developed un-
der public-private collaboration to promote the use of urban spaces
such as plazas, parks, and streets. These include the model project
Machinova Kanazawa, as well as the number of organizations desig-
nated as “Kanazawa City Central Urban Public Space Revitalization
Partner Organizations,” whose numbers have also increased. These
efforts have produced a certain measure of success, including a rise
in events and food trucks. At the same time, however, while events in
public spaces undoubtedly attract people, the visitors’ primary pur-
pose in such cases is the event itself, making it difficult for the act of
spending time in public space as such to be valued in its own right. As
has been pointed out in initiatives across the country, such activities
often result only in temporary bustle. From the author’s experience,
people in Japan appear accustomed to visiting facilities with clearly
defined functions in order to fulfill a particular purpose, but are less
accustomed to spending time freely and comfortably in public spaces
whose functions are not explicitly prescribed. If European plazas have
traditionally functioned as settings for social life, might public spaces
in Japan likewise become places that support locally distinctive forms
of social life?

In this context, | introduce Public Life Week, a project carried out
in fiscal year 2022 as part of a joint research initiative with Kanazawa
City, aimed at cultivating users of public space. Here, “public life”
refers to the everyday lives and activities of people in public spaces.
As Jan Gehl has argued, well-designed places generate a positive




interaction between public space and public life.”

The main process of the project is outlined in fig. 6. First, in May,
meetings were held in public spaces to share the project vision with
city officials and collaborating consultants. In August and September,
three workshops were conducted to recruit participants for Public
Life Week (fig. 7). During the Public Life Week period from October 1
to 10, artificial turf was installed and maintained at Korinbo Nigiwai
Plaza, and initiatives such as “Outdoor Work Day"” were organized to
encourage diversew use of the space. Symposia and talk events were
also held, providing opportunities for learning and discussion among
stakeholders and interested participants. The project’s main program,
the Public Life Contest, invited members of the public to demonstrate
their ways of practicing public life, highlighting several role models. A
panel exhibition was also presented at Korinbo Paseo.

This chapter presents the results of the observational survey con-
ducted at Korinbo Nigiwai Plaza during Public Life Week, together
with the outcomes of the Public Life Contest.

Schedule

Preparations for Public
ife Weekin October
began n May.

Workshop 1 Outdoor Work Day Public Life Contest

EitE
Ex ',s
ERE

May  August beptember| October Public Life Week
27 6 17 T2 3 4 5 6&_7 /8 9 10

fig.7 Preliminary workshop at the Sai River riverbed

Located on one street behind the Korinbo intersection along
Seseragi Street, Korinbo Nigiwai Plaza occupies a favorable location:
it is easily accessible, yet calm in atmosphere. Events organized by
the Seseragi Street shopping district and Kanazawa City Central Urban
Public Space Revitalization Partner Organizations have increased,
and on such occasions, the plaza becomes lively. In everyday use,
however, it often serves as an informal bicycle parking area and re-
mains surprisingly quiet despite its name (nigiwai refers to liveliness
in Japanese). The site plan is L-shaped, with two entrances: a sunken
area near the Seseragi Street entrance and a slightly elevated area
reached by several steps that opens toward the back (fig. 8).

During the preliminary workshop days and throughout Public Life
Week, artificial turf was laid across the plaza to create a more com-
fortable temporary setting for sitting and staying. In addition, student
staff remained in the plaza as much as possible and modeled various
ways of spending time there, with the intention of conveying that it
was acceptable to stay and spend time in the space (fig.9).

fig.8 Korinbo Nigiwai Plaza during Public Life Week
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A survey of use conducted over three days during the period—
Saturday, October 1; Sunday, October 2; and Monday, October 3—
showed that the most frequent users were families with relatively
young children, roughly elementary-school age or younger. Parents
were often seen sitting and watching while their children played, and
families frequently ate together. Another notable characteristic was
that these groups tended to remain in the plaza for comparatively long
periods. The next common users were pairs—mixed-gender pairs, two
women, and two men—who were often observed eating, napping,
or resting. Solo users were also present, typically engaged in eating
or taking a break. Individuals most often chose either stools near the
Seseragi Street entrance or stools located in the recessed upper-level
area farthest from both entrances. The former likely reflects a pref-
erence for easily accessible spots suitable for short stays, while the
latter suggests a preference for locations that are less visible to others
and partially enclosed on two sides, including the user’s back pro-
tected from view. These tendencies were also evident under ordinary
conditions without the artificial turf, and the presence of the turf did
not produce any major change in how solo users occupied the plaza.
Families, by contrast, often sat even in the more central areas with
greater pedestrian flow. This likely reflects both the active movement
of children and the relatively larger size of the family group, which
makes the spacious central area more suitable. [t may also reflect that
children are generally less self-conscious about being seen by others
in public. Pairs, meanwhile, were more often lying down in the upper
area or sitting on the steps. While steps offer an easy and informal
place to sit, they tend to orient people in the same direction, which
may feel most comfortable for groups of two or so. These observations
suggest that both patterns of use and preferred locations of stay vary
according to the number and attributes of users. By providing multiple
spatial conditions that support different forms of comfort, the plaza
may become a place where people with diverse attributes can coexist.

On October 8, the Public Life Contest—the project’s main pro-
gram—was held at Korinbo Nigiwai Plaza and along the Sai River
riverbank. Participants creatively appropriated the city, and their
entries were evaluated from three perspectives: “place” (space),
“tool” (objects and settings), and “lifestyle” (ways of spending time).
In calling for participation, the organizers presented the “Principles of
Public Life (fig.10)” as a set of guiding hints.
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fig.10 “Principles of Public Life”
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Beginning with the five prize-winning groups (fig.11), participants
demonstrated a wide variety of ways of spending time in public space,
marked by considerable freedom of imagination. Group size ranged
from one to ten people, including many different types of gatherings
such as parents and children or groups of friends. Particularly striking
were loosely assembled groups in which friends, acquaintances, and
even their acquaintances dropped by intermittently, as well as activ-
ities in which a single participant set up an impromptu open-air tea
setting with minimal equipment and served tea to passersby. Such
examples suggest that by creating a place within a public space open
to the city, it is possible to create gentle opportunities for encountering
others. It was also impressive how participants made use of services
available in the city. Rather than simply consuming them as they
were, many groups customized them according to their own sense
of comfort—for example, enjoying takeout coffee purchased from
a café along the way in coffee cups made by a Kanazawa ceramic
artist, or pairing Nordic fabric and furniture with cinnamon rolls from
a nearby Nordic café. In doing so, participants drew on urban services
while transforming them into personally meaningful settings, thereby
creating aesthetically rich forms of public life. In every case, partici-
pants carefully read the site's spatial characteristics and arranged their
own space accordingly.

fig.11 Prize-winning groups in the Public Life Contest

Observations at Korinbo Nigiwai Plaza suggest that modifying
a space and its physical setting can encourage new forms of use
among new groups of users. The Public Life Contest further indicated
that “those adept at using public space” can read a place, embrace
its openness, and devise diverse ways of spending time that suit
their own sense of comfort. It also showed that drawing on services
available in the city can make this process easier to realize. Moreover,
the process leading from the preliminary workshops to the contest
suggests that the capacity to use public space skillfully can be culti-
vated over time. These findings point to three tentative perspectives
for promoting public life (fig.12): (1) improving the design of space,
(2) enhancing the skills of those who use it, and (3) providing social
services that support such users. Public Life Week can therefore be
positioned as an initiative that, while keeping the long-term goal of
“(1) better spatial design in view,” focused primarily on “(2) enhancing
the skills of those who use public space,” while also exploring the
potential of “(3) social services that support people in making use of
public space.”




4. Conclusion

In central Kanazawa, spacious public spaces rich in natural elements
are located in close proximity to clusters of commercial and cultural
facilities, providing a setting where a variety of cultural activities un-
fold. If we return to the proposition that public space in the city center
embodies the character and essence of a city, then the high level of
amenity and cultural richness found in these spaces may be said to
express Kanazawa itself.

At the same time, several challenges remain when considering
whether public life has truly taken root in everyday life. Spatially, there
is room for improvement in the design of public spaces that people
move through in their daily lives—particularly those along streets,
including the relationship between streets and buildings and the
design of small plazas and pocket parks in the city center. Socially,
the predominance of automobile travel and the resulting lack of pe-
destrian circulation, together with a strong normative consciousness
that makes people hesitant to use public space freely, all contribute
to a sense of distance between people and public space.

Nevertheless, there are clear signs of potential in what might be
described as the “user’s skills.” Those familiar with the 21st Century
Museum of Contemporary Art, Kanazawa, often observe the museum
plaza closely and discover diverse values in it. Likewise, participants in
the Public Life Contest demonstrated creative yet everyday-oriented
ways of using public space. In spatial design, recent trends have
favored experimental initiatives and LQC (Lighter, Quicker, Cheaper)
approaches. In Kanazawa as well, the simple act of laying artificial turf
in a plaza was enough to change people’s behavior, suggesting that
the qualities of space can be explored through practice. Furthermore,
if the activities of cultural institutions such as museums, together
with the services of distinctive shops and cafés dispersed throughout
the city center, become more conscious of public space, people’s
activities may become more readily expressed within it.

When public life becomes visible in public space, not only tourists
and visitors but also residents themselves may come to recognize the
character of their city and the structure of its society in new ways,
developing a stronger sense of responsibility to protect it—or perhaps
further improve —through their own actions.

Notes:

*1 Jane Jacobs, The Death and Life of Great American Cities, trans. Hiroo Yamagata, new
ed. (Tokyo: Kajima Institute Publishing, 2010).

*2 Jan Gehl, Life Between Buildings: Using Public Space, trans. Toshio Kitahara (Tokyo:
Kajima Institute Publishing, 2011).

*3 Masaru Oyama, Kaori Ito, and Seiya Takayanagi, “Characteristics of Spaces for Staying
in the Outdoor Areas of an Art Museum: Focusing on the Dual Nature of the 21st
Century Museum of Contemporary Art, Kanazawa, as Museum and Park, Summaries
of Technical Papers of Annual Meeting, Architectural Institute of Japan, Urban Planning,
2022, pp.419-420.

*4  21st Century Museum of Contemporary Art, Kanazawa, and Tokyo University of
Science, Report on the Survey and Analysis of the Space and Use of the Plaza of the
21st Century Museum of Contemporary Art, Kanazawa, as Public Space (2022).

*5 Jan Gehl, Cities for People, trans. Toshio Kitahara (Tokyo: Kajima Institute Publishing,
2014).

ITO Kaori

Born in Tokyo. She graduated from the University of Tokyo and received PhD in engineer-
ing. After working at Center for Spatial Information Science, the University of Tokyo, she
has worked at Tokyo University of Science. Her areas of specialization are urban space
analysis and design. Her research interest includes the relationships between public space
and public life. She leads the artist group Tokyo Picnic Club and is involved in projects
for urban public space both internationally and domestically. She also leads Civic Pride
Research Group. Her major publications include Civic Pride (Sendenkaigi, 2008), Civic Pride
2 (Sendenkaigi, 2015), and Machi-Kenchiku. (Shokokusha, 2014)

Promoting public life
improving spatial design

Promoting public life
enhancing users' skills

Promoting public life
social services supporting users

fig.12 Three perspectives for promoting public life
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Gathering in the Public Sphere:

The Light and Shadow of Topos Formation

YANAI Makoto

1. Introduction

Today, major events concerning the notion of “the public” are repeat-
edly taking place both domestically and internationally. The ongoing
conflict in Ukraine, for which no resolution is yet in sight, and Israel’s
retaliatory attacks on the Palestinian Gaza Strip in October 2023, are
but examples. Across the world, storms of hatred rage on in multiple
waves, and tragedies continue to recur.

Turning our eyes to the domestic scene, the voices of the younger
generation—such as SEALDs—who once filled the areas surrounding
the National Diet have now faded away. Witnessing a nation that
ingratiates itself with nuclear powers under the name of alliance, and
parliamentarians whose dignity has sunk to what might be described
as rock bottom, one is left almost speechless. It casts a shadow of
gloom, prompting us to ask what, in fact, this country has cultivated
under the banner of democracy since the postwar era. One cannot
help but suspect that the very meaning of the “public,” originally
fundamental, has been entirely hollowed out.

Confronted with such phenomena, we are unavoidably compelled
to face both the meaning and the limits of the public. In this paper,
therefore, | will begin by outlining the prevailing understandings of
the public as they are discussed in this country and then consider the
theoretical dimensions that have been omitted. To grasp the public,
one must attend to its multilayered aspects. The question, however,
is whether we truly possess such a perspective. It is this that | wish
to examine.”

2. What Does It Mean to “Gather?”

To begin, | would like to introduce the 2019 film 7he Public.”” The
film was released in Japan in 2020, and it serves to remind us of the
fundamental issues that this paper seeks to address. The story opens
with an incident in which a man, having stripped naked and begun
to sing loudly inside the Cincinnati Public Library, is expelled from the
premises. While space does not permit a detailed description here,
there is one point that should be noted.

What is significant is that, through the library, a multiplicity of voic-
es—each entangled with differing interests—intersect and become
intertwined. Each character speaks only from their own standpoint.
Yet the moments and spaces in which those voices converge are both
indispensable to us and undeniably present.

The narrative unfolds further as a severe cold wave strikes the
city of Cincinnati. For the homeless who fill the streets, the number of
available shelters is utterly insufficient, leaving them with nowhere to
seek refuge. In contemporary terms, this parallels the acute shortage
of accommodations for refugees. In the film, the story develops as
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homeless individuals, in search of a last place of refuge, crowd into
the Cincinnati Public Library, setting the stage for a confrontation
between them, the library staff, and the library as a “public” institution.

What is at issue here, of course, is the very character of this library.
To be sure, this also entails a reconsideration of the meaning of the
library itself, but more importantly, it is a moment in which we are
confronted with the need to rethink “the public.” It is for this reason
that the title of the film is The Public.

Another film, released in 2023, is September 1923 (Fukuda Village
Incident).”® This film takes as its theme the massacre of Koreans that
occurred a hundred years ago, in the aftermath of the Great Kanto
Earthquake, yet the director deliberately depicts it from the perspec-
tive of the perpetrators. It carefully depicts how villagers, once living
in daily tranquility, came to assume the position of perpetrators. It
vividly illustrates the process by which a sense of collective belonging
intensified through institutions such as the village community and the
Reservists’ Association. The stronger this sense of belonging within
the group grows, the more it produces a discriminatory gaze toward
those outside the group, reinforcing tendencies of exclusion.

The two films discussed here compel us to confront, whether we
wish to or not, the nature of our communities and the kinds of beings
that gather within them.

3. The Obverse and Reverse of the Term “Public”

At times, the terms ko (43) or kokyo (223, “public”) seem to circulate
independently with a distorted meaning. For instance, if the word
ko is rephrased as okami (the authorities), some may perceive in it
the presence of political power and may even feel that their freedom
of action is thereby constrained. Yet contrary to such connotations,
what is embedded in the term kokyo (public) is not simply a sense of
coercion. Nor does it amount to a didactic or moralizing sermon. While
moral and ethical dimensions are indeed present, they are multilayered
in character. Of course, political implications are also included, and in
some cases, even ideological ones. From the outset, the notion of the
public has never been value-neutral.

Yet, as far as my own limited observation extends, there are very
few instances in the field of education where this has been made ex-
plicit. In the curriculum guidelines issued by the Ministry of Education,
Culture, Sports, Science and Technology (MEXT), kokyo (public) is
understood almost exclusively in a “spatial” sense, into which pre-
scribed moral content is then sought to be embedded.

In the 2022 academic year, under the new curriculum guidelines,
Kokyo (Public) was introduced as a subject within the broader field
of civics. The “objectives” of this subject, as stated in the curriculum
guidelines, are as follows:




The aim is to cultivate, as follows, the qualities and abilities
required of citizens who will become active contributors to a
peaceful and democratic nation and society, capable of living
proactively in the globalizing international community from a
broad perspective. This is to be achieved by engaging perspec-
tives and modes of thinking concerning the nature of human
beings and society, and through activities that explore and seek
to resolve contemporary issues.™

In the field of education, the term “proactive” (shutaiteki) has been
so extolled that it now feels almost worn out. Yet the “objectives” of
this subject are further subdivided and continue as follows:

(1) Learners are to develop an understanding of the concepts
and theories that serve as clues for grasping and examining
contemporary issues and for making choices and judgments. At
the same time, they are to acquire the skills to appropriately and
effectively investigate and organize information from various
sources, so as to act as ethical subjects and the like.

(2) Learners are to cultivate the ability to consider facts from
multiple and diverse perspectives and to make fair judgments,
making use of ways of thinking that serve as clues for choices
and decisions, as well as the fundamental principles operative
in public spaces, with a view to resolving real-world social
issues. They are also to foster the capacity to discuss ideas
they have formulated with an awareness of consensus-building
and social participation.

(3) With a view to realizing a better society, learners are to fos-
ter an attitude of proactively seeking to resolve contemporary
issues. At the same time, through multifaceted and in-depth
inquiry and understanding, they are to deepen their awareness
of how human beings ought to live in contemporary society.
As citizens who live in public spaces and bear responsibility for
popular sovereignty, they are also to cultivate a sense of loving
their own country, striving for its peace and prosperity, and
recognizing the importance of mutual respect for sovereignty
among nations and of cooperation among peoples.™

What deserves attention here is the phrase “public space.”
This is because, in the subsequent section entitled “Content and Its
Treatment,” the primary emphasis is placed on understanding the
fundamental principles operative in “public space,” which is presented
as opening the “door to the public.”*®

Upon examination, it becomes clear that high school civics text-
books for the subject Kokyo (“Public”) almost uniformly explain the

term in terms of a “shared space.” Some textbooks, under the theme
of “We Who Create Public Spaces,” cite examples such as plazas, air-
ports, train stations, libraries, and convenience stores” —treating the
public as a physical space. By contrast, there are a few textbooks that,
from the perspective of realizing a better society, sketch a conception
of the public around themes such as happiness, freedom, justice, and
fairness.”® Yet such cases remain limited.

Defining the public in terms of “space,” as presented in many text-
books, is by no means entirely mistaken. However, if that aspect alone
is unduly emphasized, there is a risk of misconstruing the meaning of
the public. For this reason, it is necessary to develop an understanding
of what the public signifies through its theoretical dimensions.

4. The Term “Public”

The meaning of the term public is expressed through the concept of
publicness. This is not understood solely in spatial terms but also in
temporal progression, and at times refers to the various modes of
belonging to which people are connected.

Publicness is a social function that constitutes the concrete reality
of the public, and the domain that bears this role is at times under-
stood as the “public sphere” in its physical-spatial sense.

The starting point for this concept is often traced to Hannah
Arendt (1906-1975), who reinterpreted Immanuel Kant's (1724-1804)
notion of sensus communis in a political-philosophical direction,
understanding it as a guiding sense for the community and as that
which opens the political public.”® The thinker who critically inherited
and radicalized this concept was Jirgen Habermas (1929-2026). He
argued that the foundation for the emergence of the bourgeois public
sphere lay in open discussion, and he examined publicness through
the historical transformation of its meaning.”® According to him, in the
late eighteenth century, the public sphere first appeared in the form
of a literary public, centered on salons where the masses debated
culture and the arts, before shifting to the modern form in which
political issues became the central focus of debate. He termed this
the political public sphere.”'" This political public sphere also included
the sense of a counterfactual counter-public sphere, which signified
the liberation of human beings constrained, dominated, and managed
by modern systems. In his recent work, he seeks further possibilities
for democracy in the context of contemporary digital communication.
Put briefly, he is attempting to answer the question of how to form a
“platform of the public” within today’s “lifeworld,”*'? which encom-
passes diverse social conditions and cultures.

To summarize the discussion thus far in brief, the public can be
understood as both a phenomenon that arises in society when people
act—often accompanied by organizations or associations—and as an
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institution. Yet it is not a system whose boundaries are determined and
fixed from within the community. Rather, the public is a system open
to what lies outside the community, and within it, networks emerge. It
is established as networks of human communication, through which
individuals may ultimately render their respective ideas and claims into
public opinion. In other words, the public may be said to be something
generated through our “communicative competence.”

5. The Other as Refugee

Yet Habermas's conception has been subject to numerous criticisms.
Many argue that his framework centers too narrowly on participants
in political debate, failing to take account of individual differences
and group distinctions. Others contend that it is overly abstract,
lacking in concreteness insofar as it neglects historical and regional
specificities.”’® Moreover, while his discussion concentrates on po-
litical domains—such as the theory of the democratic constitutional
state—artistic discourse is either omitted altogether or relegated to
a marginal position, with the result that discourses on the public are
not developed out of cultural dynamics.”

Not all of these critiques are necessarily valid; some, indeed, may
rest upon inadequate understanding. Yet they do prompt us to ask:
what of those who cannot enter the domains regarded as public, or
who have lost any place to go? And what of those who, subjected to
domination by force, have been driven from their lands, or deprived
of their freedom and even their lives? Such questions undoubtedly
provide an impetus for reflection.

We now live in an era in which it is even said that “the refugee
is perhaps the only figure through which the people of today can
be thought, and it is within this category of the refugee that we first
catch a glimpse of the forms and limits of a political community yet
to come.”""® Beginning with immigrants, exiles, and the expelled, and
extending to asylum seekers, internally displaced persons, returnees,
and the stateless, the very concept of the refugee is expanding day by
day.”'® The refugee, one might say, constitutes a self-representation of
ourselves living in the present age.””

Refugees, who can belong nowhere or are not permitted to do so,
come to be regarded collectively as outsiders. Yet it would be utterly
absurd to claim that they are unable, or even not allowed, to gather
at all. The very act of questioning their right to enter public space
ought itself to be seen as problematic. In the first place, prior to such
questioning, anyone is capable of gathering.

If there is anything we wish to embed in the term public, it is likely
something along these lines: the public is not something that is given
from the outset. As the example of the Cincinnati library mentioned
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earlier shows, it became public precisely because people gathered
there. Conversely, the tragic case of Fukuda Village stemmed from
the fact that the differences arising from gathering were thoroughly
overlooked.

We are not moored to the public from the outset, nor do we
belong simply because we have been granted recognition. It is only
retrospectively that the places where individuals gather become
public. In other words, the qualitative content of the public can be
discerned only in its congregational sense. It is precisely for this
reason that, as Judith Butler (1956-) has argued, “we have also to
ask how it is that assembly and speech reconfigure the materiality of
public space and produce, or reproduce, the public character of that
material environment.”"'® To gather is not something permitted by
another, nor is it a matter of having one’s place restricted by someone
else. Butler goes on to say the following:

At such a moment, politics is not defined as taking place ex-
clusively in the public sphere, distinct from the private one,
but it crosses those lines again and again, bringing attention
to the way that politics is already in the home, or on the street,
or in the neighborhood, or indeed in those virtual spaces that
are equally unbound by the architecture of the house and the
square. So when we think about what it means to assemble
in a crowd, a growing crowd, and what it means to move
through public space in a way that contests the distinction
between public and private, we see some ways that bodies
in their plurality lay claim to the public, find and produce the
public through seizing and reconfiguring the matter of material
environments;"?

This is a definition of the public entirely distinct from Habermas's
conception of the political public. What is at stake here is a “po-
tentiality unbound.” The refugee is no longer a peripheral figure of
representation but has become a central figure for thinking about
the principles of community. The Other as a refugee, who does not
dwell as a pre-given citizen within an established public, confronts
us with differences that cannot be assimilated, and demands that we
reconsider what it means to “live together” within such differences.

6. Living Together

If the pursuit of the public is asserted as if it were an infallible preroga-
tive, such that the differences among those who gather are disregard-
ed or neglected, then both its very meaning and its origins risk being
called into question. In that case, the public becomes something that




usurps individual identities, thereby producing new refugees.

Then what does it mean to “live together?” Butler raises the neces-
sity and inevitability of living together under the term “cohabitation.”
It can be described as follows:

No one can predetermine the people with whom they will live to-
gether; nor, indeed, can one even choose the place where cohabitation
occurs. To live together does not mean that the others who appear
there are already presupposed to embody universality or commonal-
ity, nor that they are necessarily convenient for oneself. The Other is
always already before us, prior to our deciding to live together; the
Other exists even without our presence. From this perspective, to
dwell with others does not simply mean to share the same time and
space. Itis at once historical and cultural, social and political—a topos
in which diverse forms of life are interwoven. To gather therein is, for
Butler, the very ethics of cohabitation.”

The ethics of cohabitation lies in the ethical relations through
which the Other is bound to each of us. It entails not only dependence
and intimacy but also the recognition that violence may be present
therein.”" Within such relations, there exist differences grounded
in singularities that cannot be measured by any common principle
promised in advance. Thus, the Others with whom we are to live do
not possess fixed territories. At the same time, each of us also exists,
in our own alterity, as an Other for others. Both we ourselves and the
Others we encounter are situated within singularity, alterity, plurality,
and diversity.

Cohabitation is an ethics of coexistence among those who can
never be homogenized. Precisely because each individual possesses
irreducible alterity and plurality, the ethics grounded in cohabitation
becomes a universal right. While it is a right recognized for all, it also
entails concrete situations that guarantee alterity and plurality and re-
sist the drive toward homogeneity. Thus, cohabitation is a paradoxical
ethics that internalizes both universality and alterity.

Butler maintains that what is required for such an ethics is “a
critical common.” Within this notion appears the duality of living as
singular individuals and living together in common.

Butler's notion of the critical common is not something advanced
in advance in order to universalize an a priori standard of justification
required to account for various social and political phenomena.?? For
Butler, to assert political norms is not to provide definitive answers to
the question of what constitutes rights or what constitutes universality.
Rather, in this term, they inscribe the idea that society must remain
open to such questioning itself. It is in society’s openness to diverse
discourses that trust in universality is secured.”

This idea of the critical common is not confined to a counterfactual
projection of overcoming or transcending a difficult present; it also
functions as a way of ethically and critically re-examining our lives.

It may even be possible to understand the public as a community of
care and salvation that comes into presence through the birth of each
individual life.">*

7. Conclusion—Those Who Gather in the Public

This paper began by examining how the meaning of the public is
understood in this country, taking as a starting point the descriptions
found in the field of “public” education. Yet what emerged there was
something different from what people experience in their daily lives
and society: it appeared fragmented, seeking meaning primarily in
spatial terms. For this reason, | turned to the thought of Habermas
and Butler in order to explore the qualitative dimensions of the public.
By juxtaposing Habermas's account of the meaning of the public with
Butler's articulation of the Other as refugee, | sought to illuminate the
ambivalent aspects of the public.

Having proceeded in this way, when confronted with examples
such as those found in the educational sphere, one cannot help but
suspect that the meaning of the public is roaming on its own without
being sufficiently understood. If this is the result of the exercise of
“public” authority, then it is, of course, only natural to sense some-
thing dangerous in it. Yet, to put it somewhat ironically, one cannot
help but also find something almost comical in the leaders of the
“public” who fail even to notice this.

The public is, to be sure, a spatial phenomenon. Yet that space is
a society that encompasses differences of ethnicity, race, culture, and
politics. To avert our gaze from this, and to seek only a homogeneous
space, is to risk at once misconstruing its very qualitative meaning.

To inquire into “the public” is by no means an easy task. For
Habermas, it requires being adapted to today’s social conditions
through a form of platformization; for Butler, it begins with attending
to the voices of those with whom we are to live together, thereby
recovering the traces of Others who are not moored to any particular
society.

In conclusion, let it be reiterated that what must be asked is to
direct our attention to the fact that society is daily enveloped by divi-
sions and dispersions, by conflicts and antagonisms, and by practices
unhesitant in their exclusions. The public must not be a spirit that
seeks reconciliation too readily. Rather, we must recognize that the
very reconciliation it promises is itself fragile.
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Judy WATOSON, a preponderance of aboriginal blood, 2005, 16 etchings on paper
© Judy WATOSON | Photo: Tate
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Judy WATOSON, under the act (Left: page 2; Right: page 3), 2007, 20 etchings with
chine collé, H42 x W30.5 cm in folio H43 X W32 cm

Courtesy the artist and Milani Gallery, Meanjin/Brisbane
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Judy WATSON, great artesian basin springs, the gulf (jiwil, wanami), 2019, indigo, acrylic,
graphite on canvas, H212%x W196 cm, Collection of the 21st Century Museum of Con-
temporary Art, Kanazawa | Photo: KIOKU Keizo
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Judy WATSON, myall creek mourning caps (yulurri kala) 1-4, 2018, 1,3,4: ochre, earthm,
binder medium, acrylic on paper, 2: ochre, earth, binder medium, acrylic bloodwood
gum on paper, H75.3 x W55.7 cm (1, 4), H64.6 x W49.6 cm (2, 3), Collection of the 21st
Century Museum of Contemporary Art, Kanazawa | Photo: KIOKU Keizo
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*1 Katina Davidson, memory scars, dreams and gardens, Melbourne: Tolarno
galleries, 2020.

*2 Judy Watson, ‘Artists are Strange Creatures, Artist Interview’, Tate Shots, https:/
www.tate.org.uk/art/introducing-judy-watson (&#£B%H : 20244 15158)

*3  Judy Watson artist book, a preponderance of aboriginal blood, Graham galleries +
editions, https://grahamegalleries.com.au/judy-watson-a-preponderance-of-
aboriginal-blood-2005/ (R A : 202451 8198)

*4  Tate Shots, op.cit.

*5  Lucie McHugh, ‘Massacre at Myall Creek inspires artist to evoke spirit of survival’,
Brisbane Times, February 7, 2021, https://www.brisbanetimes.com.au/national/
queensland/massacre-at-myall-creek-inspires-artist-to-evoke-spirit-of-survival-
20210203-p562z6f.html (R#&EER : 20245 18158)

*6 Ibid.
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Judy Watson—Give Voice to the Being
KUROSAWA Hiromi

Judy WATSON was born in 1959 in Mundubbera, Queensland,
Australia, and is based in Brisbane, Queensland. Watson's matri-
lineal family is from the Indigenous Waanyi country in Northwest
Queensland, and her work is heavily influenced by her traditional
Aboriginal heritage. Following the European settlements in Australia
in the late 18th century, Aboriginal peoples have faced significant dis-
placement and cultural dispossession. By the mid-19th century, almost
all of the Aboriginal population in Tasmania had been decimated, along
with the populations in Victoria and New South Wales being reduced
to less than a tenth of their original numbers. The frontier expanded
into northern parts of the continent in the late 19th century, leading
to repeated instances of Aboriginal massacres, seizure of land, and
consequent dispossession of the surviving Indigenous peoples. In the
20th century, Indigenous peoples in the southeastern region sought
recognition for equal rights as those entitled to white people, but it
wasn't until the 1960s that they began reclaiming their own Indigenous
identity and receiving social recognition. Entering the 1970s, progress
toward reconciliation finally began with the recognition of Aboriginal
land rights, cultural heritage protection, respect for human rights, and
addressing historical injustices. Watson is renowned for works that
allude to the collective memory of ethnic groups and the evocative
and suggestive exploration of her Aboriginal heritage, its history, and
the impact of colonialism on Indigenous peoples. The artist uses a
variety of media such as painting, printmaking, drawing, sculpture,
video, and installation. The Waanyi territory is located on the Gulf
of Carpentaria on the northern coast of Australia, spanning across
northwest Queensland and the eastern Northern Territory. Their land
was in well-watered limestone and sandstone country, including parts
of the Gregory River. Like many tribes local to the area, they found
their lands taken over for pastoral leases, and those who resisted
found themselves killed and displaced. For Aboriginal peoples, land
is not simply a physical space, but the foundation of their identity,
heritage, and ancestral connection—essential for traditional practices,
ceremonies, and storytelling. It holds a deep cultural, spiritual, and
social significance—a living embodiment of their beliefs and history.
Additionally, it provides essential resources for their physical and
psychological well-being, including food, medicine, and materials for
cultural practices and rituals. The history of destruction and loss ex-
perienced by Indigenous peoples on the colonial frontier—particularly
those of women—has always been central to Watson's works through
her connection to her Aboriginal matrilineal lineage. She sheds light
on hidden histories that are obscured by mainstream history. With
her deeply rooted connection to her ancestral lands and Indigenous
cultural traditions, Watson's works are a “translation” of her personal
experience and documentation of oral histories regarding land, iden-
tity, and the ongoing legacy of colonialism in Australia. Her powerful
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and nuanced works not only convey the historical and cultural nar-
ratives of Aboriginal peoples, but are also prominent for providing a
platform for ongoing dialogue in contemporary society.

Watson's creative process begins with unveiling archival documents.
Her approach is deeply personal, yet simultaneously observational
and global. The contours of the world that people recognize and the
small, personal experiences intersect at the point of archived facts and
“truths.” Researching evidence of massacres or confirming historically
significant cultural artifacts deeply stored in institutions overseas is
not just about reflecting on history but is rooted in her astute ob-
servations of the present. In Watson's words, “The works embody:
what | have seen, what | have done, where | have been, what | have
made.” " Watson is also a collector of items gathered from around
her garden, studio, along the Brisbane River, and on travels extending
north to the Sunshine Coast and eastward across the bay to North
Stradbroke Island. Her collections even extend to articles of current
affairs, various remnants, maps, plants, and statistical graphs—all
fragments of Aboriginal histories that have remained obscure. The
use of various media such as painting, printmaking, sculpture, and
installation reflects the diverse and adaptable nature of Indigenous
artistic expressions.

Watson's artist's book, a preponderance of aboriginal blood (2005)
(fig.1) is one of her artworks that best captures the practices that
traverse her family history. It was commissioned by the State Library of
Queensland to mark the Queensland Centenary of Women's Suffrage
and Forty Years of Aboriginal Suffrage. The title of the work is based on
the term “a preponderance of Aboriginal blood,” used in a lecture at
the University of Queensland by Loris Williams, an Aboriginal woman
and a former archivist in the Community and Personal Histories Section
of Queensland’s Department of Aboriginal and Torres Strait Islander
Policy. The book a preponderance of aboriginal blood consists of 16
etchings created on copies of official documents from the Queensland
State Archives onto which Watson layered blood-like pools of red
paint. These archive documents include electoral enrolment statutes
classifying whether a person was a “full-blood Aborigine” or a “half-
caste,” recording and archiving Aboriginal peoples on paper. While
these extensive archives serve as a rich source of inspiration for the
artist, Watson also describes discovering how her grandmother and
mother were treated as a “heavy burden.” “It says ‘identification
number,” their “breed,” you know, ‘breed’—'Full Blood," ‘Half Caste,’
‘Quadroon.’”*? Before 1965, the right to vote for Aboriginal peoples de-
pended on whether they were a “full-blood Aborigine” (and therefore
not entitled to vote) or a “half-caste” (entitled to vote). The documents
confirm the legal discrimination against Aboriginal peoples in Australia




that persisted until the 1960s. “The work is in a way very simple. | pres-
ent copies of the original documents, overlaying them with images of
blood. The printing process is chine collé in which thin paper, in this
case photocopies onto banana fiber paper, is backed with acid-free
glue, arice paste. They are placed face down onto etching plates, and
rubbed with dark red ink, a dampened sheet of white cotton rag paper
is placed over the top and then fed through the printing press which
is like an old clothes mangle, squashing the paper into the surface
of the plate so that it can pull the ink out. The pressure adheres the
sticky glue on the back of the thin sheet of paper so that it becomes a
part of the heavier white paper, collaging them together. Because this
material from the archives already has a latent power, | didn't want to
change this very much. Its leakage onto the printed page is enough.
My background is as a printmaker, so it was a natural progression to
work with this medium for the artist's book.”” The raw, visceral human
acts behind the matter-of-fact texts recounting historical facts are
exposed through the intertwining of red ink symbolizing the pain and
deaths of Aboriginal peoples, the contrast between the old-fashioned
aesthetic of the documents and their “horrible content” that Aboriginal
peoples were inevitably subjected to, and the plunder, devastating
destruction, and physical and emotional impacts. The red drops and
stains symbolize the blood of Aboriginal people and the percentage
of blood that classified them, while the archival texts are inextricably
intertwined with the devastating physical, emotional, and social im-
pacts inflicted upon Aboriginal peoples. This artwork, which became
Watson's second artist’s book, was dedicated to Williams.

The multi-layering of form and content in archives is a strong area
of interest for Watson. In her third artist's book, under the act (2007)
(fig.2), Watson uses copies of letters, papers, and official documents
from Queensland State Archives as well as personal family photo-
graphs, pertaining to her great-grandmother and grandmother who
lived under the Aboriginals Protection and Restriction of Sale of Opium
Acts of 1897. While her work is imbued with personal history and at
its core carries a political message, it does not speak on behalf of the
entire Aboriginal peoples comprised of various Indigenous peoples.
Living a dual identity as both Indigenous and non-Indigenous, her very
being embodies the coexistence of two cultural frameworks within
the same cultural space—her presence resonates with the physicality
etched into her artwork, carrying within it the resilience of Aboriginal
peoples, pulsing with the intensity of human passion held within.

Watson is amongst the first generation that was educated in cities,
training as a printmaker at art school. In 1997, she represented
Australia at the Venice Biennale alongside fellow Aboriginal artists
Emily Kame Kngwarreye (c.1910-1996) and Yvonne Koolmatrie (1944-).

Koolmatrie exhibited her Ngarrindjeri weaving, while Kngwarreye's
work was selected from her prolific collection of over 3,000 paintings
created throughout her lifetime. For Kngwarreye's generation, which
had minimal contact with the outside world, the worlds illustrated in
their works are strongly tied to their land, mirroring the Aboriginal
people themselves. Land for the Aboriginal people deeply permeated
life and beliefs, and was their source of creativity and knowledge. In
Kngwarreye's case, it was the desert landscape known as Alhalkere,
where everything in this land was the rules of life. However, for
Watson's generation, living amidst the complexities of pluralism and
alterity brought about by modernization, Aboriginality wasn't a rep-
resentation of anti-nation, but rather an alternative that would invite
inclusivity. People recognized as “Aboriginal” or those of Aboriginal
descent have undergone transformations over time and have been
translated by foreigners who invaded their lands. The transformation
of Aboriginal peoples and their societies, which were once regarded
as immanent “outsiders” of the country, has been providing Australian
artists with compelling new dimensions. Watson's approach to her
work intertwines the universal sense of alienation with emotions
shared amongst Aboriginal peoples. Watson employs a combination
of materials and elements: ochre pigments derived from the earth,
traces of scorched ground, found objects, and symbolic imagery
associated with Aboriginal cultures. Her practice clearly differs from
that of artists of Kngwarreye's generation, whose creations were
underpinned by a sense of unwavering unity with the land.

Watson challenges the dominant narratives surrounding Aboriginality,
shedding light on the ongoing impacts of colonialism, often prompting
viewers to engage in meditation and introspection. Her works are
analogies of her life, embodied through her physical presence. With
the root of her creativity in exploring Aboriginal traditions held within,
Watson creates works that lie in between sacred land and her own
physicality.

The critical perspective on colonialism seen in contemporary art cen-
ters around how artists address the historical legacy of colonialism, its
ongoing impacts on society, and the power dynamics it perpetuates.
Through her work, Watson contests the traditional historical narrative,
shedding light on the concealed experiences of marginalized commu-
nities, and examines the complex interaction between culture and
identity. In particular, she critiques and deconstructs the Eurocentric
perspective and multiculturalism that washes out the diversity in mi-
norities, which is central to her storytelling as an Aboriginal woman
herself. In today’s postcolonial context, there is a growing exploration
of intersectionality, acknowledging that individuals may come across
multiple forms of oppression and discrimination based on forms of
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identity such as race, gender, sexuality, and class. There is a period
in Australia’s history referred to as “The Stolen Generations,” where
Aboriginal children were removed from their families and communities
through government policies and churches. This policy, which lasted
from the late 1800s to the 1970s, inflicted severe trauma and disrup-
tion on Aboriginal communities, leading to the disconnection from
their extended families as well as the loss of intergenerational cultural
transmission. These indigenous cultures have ritual practices, cere-
monies, and responsibilities that are specifically designated to men
or women, reflecting gendered roles within the community. Cultural
knowledge and traditions are then passed down through maternal
or paternal lines. Watson’s work inherits the maternal culture and
roles of Aboriginal women while amplifying the marginalized voices. It
highlights and comprehensively narrates the perspective, knowledge,
and experiences of her mother and grandmother, who had historically
been silenced or marginalized under colonial rule. This also challenges
the dominant narrative from the perspective of Aboriginal women.

Watson has later recalled numerous times the stories she encountered
when visiting Lawn Hill Gorge and Riversleigh Station in 1990, where
her grandmother grew up. This was the first time she traveled with
a conscious connection with her heritage, and she has continued to
visit with her children, striving to pass on to future generations an
awareness and sensitivity to the enduring Indigenous ownership of
the land. The house in northwest Queensland holds her grandmother’s
memories and experiences, inheriting sublime beauty and physicality.
These are not histories preserved in text and archival materials left
by others, but personal records of unfiltered experiences. Watson's
works are introspective and metaphysical, becoming a touchstone
in strengthening the connection between herself, her ancestors, and
future generations.

The collection great artesian basin springs, the gulf (jiwil, wanami)
(2019) (fig.3) is an art piece on canvas dyed with indigo, with the
names Gulf of Carpentaria, north of the Great Artesian Basin located
in the northeastern of Australia, and Arafura Sea, overlying between
the north coast of Australia and the southwest coast of New Guinea,
inscribed in graphite. The springs, swirling from the northern part
of the continent to the Gulf of Carpentaria in white acrylic, depict
Watson'’s unique representation of water, portraying the water sov-
ereignty, movement, and connections that the Aboriginal people
have inherited. The northwestern region of Queensland is known
as Channel Country for its water flow. Lawn Hill, where Watson's
grandmother resided, is an arid landscape, yet has rich underground
springs. For Judy Watson and her Aboriginal ancestors, water is a
sacred resource that embodies life and provides a sense of belonging
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and identity. This piece using indigo is a collaborative work with her
mother, Joyce Watson. Joyce remarks, “Judy’s a strong one and she's
made me be more outspoken...Say it about what's going on in the
country. It's not enough. It's swept under the carpet all the time.”"™
The indigo is grown, harvested, boiled, dyed, rinsed, squeezed, and
air-dried. Throughout this process, the natural elements and the time
and memories of Aboriginal peoples filter through Watson's body onto
the canvas. Colors and concepts permeate, and water becomes the
carrier of inherent history and knowledge. Lawn Hill Gorge undulates
with its feminine landform, symbolizing the protection and embrace of
the great nature. The continental map drawn in graphite is a copy of
the ‘Surface groundwater connectivity map for the Gulf of Carpentaria
Drainage Division” with a legend of the divisions written in the corner.

Rigolith

Sedimentary various

Sedimentary carbonates

Igneous Metamorphic fractured rocks

Active Great Artesian Basin Springs

Inactive Great Artesian Basin Springs

Non Great Artesian Basin Springs

Reach of river where groundwater input occurs during drier
than mean flow conditions

The traces of land, water, and wind, along with the map, evoke
Watson's geography of belonging, making it one of her significant
works.

Another series myall creek mourning caps (yulurri kala) 1-4 (2018)
(fig.4), was inspired by the trauma of the 1838 massacre, where at
least 28 Aboriginal men, women, and children were murdered. The
incident occurred at a cattle station located in Myall Creek, northern
New South Wales, where the Aboriginal individuals were implicated
in cattle theft. Historically known as the “Myall Creek massacre,”™®
it is often cited as the first execution of white people in a trial for
the massacre of Indigenous peoples. While various historical events
are revealed and recorded in history, human emotions and spirits
remain intangible. Using ochre that has absorbed plenty of water
as a pigment, Watson vigorously moves her brush across the pa-
per leaving brush marks that resemble spilled blood on dry land.
The white net painted with acrylic paint represents the mourning
cap worn by women during funerals. It evokes outrage and over-
whelming sorrow towards the massacre and recalls survivors like
her great-grandmother. This four-piece work emerges as a quartet
of grief, as if sorrowful voices were echoing within. By not giving




any orientation to the piece, the artist seeks to blend the physical
body with the land. Yellow ochre is a material that venerates her own
roots deeply intertwined with the earth. For Watson, the necessity to
continue narrating the truth is also a message to those who seek to
bury untold pasts of mainstream history through oblivion. Following
this showcase, Watson participated in the exhibition Myall Creek and
Beyond (2021) at the University of Sunshine Coast Art Gallery. Her
artwork incorporated ochre and clay found on site, wrapping muslin
cloth around “witness trees,” in a healing and regeneration process
that involved “bandaging” the trees. “Trauma is held within people,
but it's also held within the environment. | was thinking about those
trees. Even if they weren't there when the massacre occurred, the
blood that was spilt comes down into the ground, and the trees grow
out of that ground.””® The muslin was wrapped around 28 trees—each
representing a victim of the massacre. Watson's great-grandmother,
Rosie, encountered the massacre at Lawn Hill Gorge in northwest
Queensland in the 1880s. Her account of hiding underwater and
breathing through reeds to escape illustrates how the Myall Creek
massacre is not a distant past for Watson. Believing that concealed
truths and lingering emotions during Australia’s colonization process
continue to reside in the grounds and trees, Watson often uses natural
materials collected on-site, creating artworks that reflect the contours
of nature. As she continues to exhibit across various lands, the artist
is aware that themes around colonialism, racism, social justice, land
sovereignty, and self-determination are not exclusive to Aboriginal
peoples. Tracing the footsteps of her elders and visiting their ances-
tral sites is an act that elucidates the persistent impact of history in
present times. Not only does it preserve history, but also serves as a
powerful medium to assert the presence and resilience of Aboriginal
communities in contemporary society.

Notes:

*1 Katina Davidson, memory scars, dreams and gardens, Melbourne: Tolarno galleries,
2020.

*2 Judy Watson, ‘Artists are Strange Creatures, Artist Interview’, Tate Shots, https://www.
tate.org.uk/art/introducing-judy-watson (Accessed: January 15, 2024)

*3  Judy Watson artist book, a preponderance of aboriginal blood, Graham galleries +
editions, https://grahamegalleries.com.au/judy-watson-a-preponderance-of-aborigi-
nal-blood-2005/ (Accessed: January 19, 2024)

*4 Tate Shots, op. cit.

*5 Lucie McHugh, ‘Massacre at Myall Creek inspires artist to evoke spirit of survival’,
Brisbane Times, February 7, 2021, https://www.brisbanetimes.com.au/national/queens-
land/massacre-at-myall-creek-inspires-artist-to-evoke-spirit-of-survival-20210203-
p56z6f.html (Accessed: January 15, 2024)

*6 Ibid.
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1ER% Artist k@4 Title HIfESE M/ Fik Medium ~Fi& (em) Size (cm)
Production
Year
BERAKT SHIOMI Mieko | 47 x> MGt Events & Games 1963- BE . 7FXT4v | photo, paper, plastic #8 1 H5 x W13.2 x D16.8cm. box: H5 x W13.2 x D16.8cm, picture:
(F&F) (Chieko) 64/2006 =2 case B 1H14.6 X W11.2cm, H14.6 x W11.2cm,
h—F 238 B 1R card: 23pieces,
description: Tpiece

BRAKTF SHIOMI Mieko F—X—+32— vy | Water Music (blue | 1964/2019 | 7 X, T ~Ib, glass bottle, label, paper | % : H5 x W6 x D13.2cm, box: H5 x W6 x D13.2cm, glass
(FHF) (Chieko) (F7~L) label) A box HI R ©4 x H10.4cm bottle: ®4 x H10.4cm
BERAKT SHIOMI Mieko | #—%—+-22—Yv2 | Water Music (white | 1964/2019 | 55 Z#. 7RI, glass bottle, label, paper | & : H5 x W6 x D13.2cm. box: H6 x W6 x D13.2cm, glass
(F17) (Chieko) (B7~L) label) R box H7 R ®4 x H10.4cm bottle: ®4 x H10.4cm
BRALT | SHIOMI Mieko | HHDME #9 Bottled Music #9 1993 RS iNEV N glass bottle, label, # 1 H9.5 X W7 x Décm, box: H9.5 x W7 x D6cm, glass bottle:

HEIN-dhi8EE Ready to Blend TIRT4y o MEEFE | plastic, paper box #52Hh: ®3.8 x H9.5cm ®3.8 x H9.5cm

Expressions

BRAKTF SHIOMI Mieko | HZED/ME  #10 Bottled Music #10 1993 BT R TR, glass bottle, label, F8 1 H9.5 X W7 x D6cm, box: H9.5 X W7 x D6cm, glass bottle:

B DB 7L Time-Capsules TIRF4y o KEBFE | plastic, paper box #5 2R ®5.5 x H8cm ®5.5 x H8cm
BERAKT SHIOMI Mieko | BZD/NE  #12 Bottled Music #12 | 1993 WRT—7. A7 2. | magnetic tape, glass #8 1 H9 x W14 x D8.Tcm, box: H9 x W14 x D8.1cm,

E D[R Sonic Palindrome TR, TFRT4v7, | botlle, labels, plastic, HZZHR: ®5 x H8 cm X 24A, glass bottle: ®5 x H8 cm X 2,

R HERAE board, paper boxes AR H1.3 x W13 x D6cm wooden plate: H1.3 x W13 X D6cm

BRAKTF SHIOMI Mieko | BZE D/ #14 Bottled Music #14 | 1993 H7 R TR glass bottle, label, #8 1 H9.5 x W7 x D6cm, box: H9.5 x W7 x D6cm,

B0H51H Dream Inducer TIRT4y 7 MREFE | plastic, paper box #Z 2 5.5 x H8cm glass bottle: 5.5 x H8cm
BRAKTF SHIOMI Mieko | #'Fv /8- 7o H R GRAPPA FLUXUS 1995 BMERT—7 3L, magnetic tape, cork, #1H12.2 X W13.3 x D32.4cm. | box: H12.2 x W13.3 X D32.4cm,

N2OEEDORRE #1 Twelve Embryos of HIR, 7R KEFE | glass, label, wooden box | #77 ZH : 10.8 x H30.2cm glass bottle: 10.8 x H30.2cm

Preludio Music #1 Preludio
BRAKT SHIOMI Mieko | 'Zv /8- 7o H R GRAPPA FLUXUS A | 1995 VAN P grappa, glass, label, #81H12.2 X W13.3 x D32.4cm. | box: H12.2 X W13.3 x D32.4cm,

BENRIE Musical Embryo TRV REFE wooden box HF 2R ®11.8 x H29.8cm glass bottle: ®11.8 x H29.8cm
BRAKT SHIOMI Mieko | 7)o #2835/ | Fluxus Balance- 1995 i SN paper, wooden box, #8 1 H5.4 x W26.3 x D35.5cm box: H5.4 X W26.3 x D35.5cm

Jy—a1995 Version 1995 metal ($ESLH— R 34#: (card: H22.9 x W31.9 cm x 34pieces)

H22.9 x W31.9 cm)

fig.1 ERAMFFRIFNEY X b
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Newly acquired works by SHIOMI Mieko
For works created prior to 1967, when Shiomi changed her name from Chieko
to Mieko, we have agreed with the artist that the caption will consistently read
SHIOMI Mieko (Chieko)




LENEERIIBHEEEZELAITNIE 1960FRDHD &,
1990 FE R ICH TN D, 1960 FRIFIERDOF v VT ORMETHY .
BADOBEREVWZD, 1963F [/ —7 - B | Lz BEE EX%E
R 7V YR |DEY [BAREM ~ADEETH D, TIHH1970
ERDOBEZITAVE—AT47 OBEEBLERERERT S,
ZLT 70ERBELBOER. [OBELIEH- IESERDOZTERIC
BIFoNTWELT, () B0OERDFAIL. 7L REM,SHIERD
EVWEHELEHATOEL |"CERBSLRTLICETE~DOER
THho7zo TLT19Q0FERUBRIZEANDZ LI YR OPEICEDL S
ZETRIVRATAT A BEOZRICHI-2FB ZHRAIE TN,
BIEER 7ovav 22—y I ATy M AVE—XT4T7,. % LT
SV RATAT, BRI RBERICADONDZ L ABEFE =l T,
ZOEAIE10REVIRLTECEAVWINEERORICHERELT
W3, ZNTlR B4 DEREHTNI S,

17z MvimEE

fig.2

BRAKRT (FRF) (17 MRE)1963-19644F / 20064, BE M. 77X T1v 7 -
—R FE1H5 x W13.2 x D16.8cm, BE : H14.6 x W11.2cm, A — N : 234, #2351 144,
BIR21 S EATEERL

SHIOMI Mieko (Chieko), Events & Games, 1963-1964/2006, photo, paper, plastic case,
Box: 5 x W13.2 x D16.8 cm, Photograph: H14.6 x W11.2 cm, Cards: 23, Instruction sheet: 1,
Collection of the 21st Century Museum of Contemporary Art, Kanazawa

© SHIOMI Mieko | Photo: KIOKU Keizo

(A7 x> MINGRE) (Fig. 2) 1. 1963F A5 1964 F IZ A iF THIME
ENFHDT, 7N RDBY Y —ZRENTF YD FILEEIC, 200645
IZGALLERY 360° 1580 ERRE CHIME Nz 77X F VI DT —XD
FICIE. 23D h—F EEE BRICL2GHEEN/REHFINATL S,
23MDA—=FICIETA Ty b EFRINBEFNLRT I a v A HRISh
THEY EEFPa—2 vFa—FRIZEBTHA Y BEREOEZL
BEGFICL2HD. BEIFRREEICLZ2b0THD, £/ . h—F
OERIHRITER>THEY 2HEBOH—F14ME BREBRLEDHD
(v Ry-e—ZI), F-/hD2DH—RIF0ERDA YL FILDHD
T, ZOMTEDIELH— Fld, ReFluxD 7= ITEEICE > TBOERIC

U7V hENDDTHD, RBRDEEEKRE2TIDA TV MER
MUINEFINT 1D,

VF—R—-1a—Yvy (ATNIL)
VF—R—Ta—Tv7 (FEINIW)

fig.3

BRAKF (FERF)(V74—2—22a—Yv I (BFRWN(I4—2—- 22—V v (&
FRU))19645 1 20194, A5 RHR. T~ MBS, FE 1 HE X W6 X D13.2 cm, 7R
#E:®4 x H10.4 cm, £IR21 D EATEER

SHIOMI Mieko (Chieko), Water Music (white label), Water Music (blue label), 1964/2019,
glass bottle, label, paper box, Box: H6 x 6 x D13.2cm, Glass bottle: ®4 x H10.4cm,
Collection of the 21st Century Museum of Contemporary Art, Kanazawa

© SHIOMI Mieko | Photo: KIOKU Keizo

(AT MNRENICHBINFEEINTWBA Tz bD1DTHB (KD
BRI —R— 2=y )R IRVICHRIS Nz (v —Z—-
T2—=Yyvr (BIN)ATF—F— 22—y (F7~N)) (fig.3)
& 2019 ICEHIfEES Nz, TRULT AV IEYa -V v Fa—F2R
I2&2H DT, (Ultimate Music FTEDEFZE Nol~No.6) (2004) ®
ZATIEAINZBOBRDO R by ZICHIRIENAZFTEHD IRILD
BOEWVIOVWTERICBREER. [ZO2BEORTENIL1 2LV D
AN YAVHT-NWTUWWHREB-T, HbIBARL-F-FEIH- 7
o, BEAMN LEZTNIEAOBERLBR VD, | LEFEXTINT, 21 bL
D, [1. give the water still form 2. let the water lose its still form]™
EWIAVR IO a vy AEIRIERT WS, 2047y MER (KD
B/ Uy —R— 22—y ) 1964F, Za—F— I T
BRENPIVIYZO—EBELTEMLIZ[/N—RFaTIL- Ty IR
ZzZMovBaaArY—MIBWTHRERINL, Z0%. BREEZD
1965 1Z[ 7Ly o 2B ] (BE2YZZIL ER) ©, 1994F D (7L
TR AFLT - HARZ) (P—Ryy #F) THERBEFICLBUT 54
T—vavhifTbhTwd, £/ (7r—2—- 22—V v 7 FEH
DD Tr—Vay Ry 8=/~ ) (1964/2004) ™ (74 —
K—I2—VyyiTr—322006 TIEAOIUY - HTF0—)
(1964/2005)° (74 —&—+Ta—Ly o177 —322012) (1964/2012)°
DT7—2avbBEET D, AMECIE EREEZLTHEICLEZD
KEIDHD,
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Galerie und Edition Hundertmark
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fig.4

BERI[YIV R ATV 754¥—
Exhibition flyer for Sound Objects
EERY

(FRD/MR) U —X

Bottled Music #9
Ready to Bleng Expressions

Mieko Shiomj

fig.5

ERART (FXO/NMR #9 FAASN/#ABIEE) 19935, H IR, T TIRTAv T,
HEEIFE, FE 1 HO.5 X W7 x D6 cm. /77 RHA : 3.8 X H9.5 cm, IR 21 g EMTAERL
SHIOMI Mieko, Bottled Music #9 Ready to Blend Expressions, 1993, glass bottle. Label,
plastic, paper box, Box: H9.5 x 7 x D6cm, Glass bottle: 3.8 x H9.5cm, Collection of the
21st Century Museum of Contemporary Art, Kanazawa

© SHIOMI Mieko | Photo: KIOKU Keizo
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BHCRRALTLIEE W]

(BED/NR) 1Z 1993 FICKAY Ty D7 TR IS EERT
HEINIY IR F TP M EVWSIRBES (fig.4) D=0 ICHIE
SINTERV)—XTHB, 2OV —=XITIE#I D HH#14FTD 14TESE

nNHY, %fn%n@d\ﬁﬁt EEARZEZENIAVET I FEOLRAEINT
W3, RIEERIEFBEI12TT4a>TRESNTWEH MRTRIC
S BRLTWAEWEDEHDEEBRIEIES [V F-F 7Yz k]
ICHBENT-DIE#I D OHBETT.  RESRTRICHIDOHIAFTH
FIESh, TNSIERAYVIZESNTULAR L, YETIH(ZFED/NE
#9 AEINFEABRIERE) (fig.5)  (BE /MR #10 B0 H T IL),
(BHD/NE #12 TOEX)., (FHO/NE #14 EOFESIH)) ZUUE L
TW3, [#9 BAEIN/HEIZE] TIE. 24BD/NEBEH T D
ICizEhZehic MERIC] TRBBIC] TRESCHIC] s LT FEE‘A‘ZL'J
[RBEICBNT] BRMNIC ] ALEE. BELICENMNDIETAE
BENBY TRVICIENEICREO N T EE S | tmarh\ﬁ;éo
F #10 BREOAH 7RIV TIEISEONE A TRV DFRIZZENE N,
(B Eiat,ci_ﬁ‘m [FEBICEL [TV DTFVRETITREICH Y]
[BHGRIT]E VS BREICEDLZERENREZFIMBAINTEY . F
NI TEFDOTVREZEZZWEEICRALTKEIW] EHFE
INTWD, [#14 2DFESIF ] TlE MMRICHASh N E AT
I AT —=F AR AT 7 — X REHEE DL VWEOHREALES

60 INERRTEZDOMN?

EONFERH 5, [#12 FORIX MR LITEBENERD, 20D
INEDBERY . 7 RILISIEZ TV EEDEX TIN GIRUM IMUS NOCTE
ET CONSUMIMUR IGNI] A EIFINT WS, FIFRIEF—- FoR—ib
DRZAMLHBEIKAELIE [hNbNIFRICHEEVWSIS, ZLT
TRTHAANTHRERZINAZLZ ] THD, BOFICIE, ZOEXD
Scr”"‘U:E%éﬁf;?é?ﬂﬁtl,rﬁéﬁtzLf:%t&)#a %ﬂ’&V/-tHf/f
TEELBELEMET 7P A-2TW3E, FADORICITE
;ﬁ%f)\ LI — Al TNZEREGEIE-EDELB>TLS, x_.@ﬁ;nu
BRI AT T/ TLIH R 120FTLEDORRR #1 Preludio) LBIEA
HY BFESELITADEREHIBOI—ETLLBLICRTTDZFE
I ERAEWBATELBEF. ATV FOBERARREINT WS,




TZy-ZIIH R ERALGKRIR
TS5y TINIH R 120FEDRRE #1 Preludio

fig. 6

BREAKF(ITv/CTNIHR 120 FHORR #1 Preludio) 1995F  BER T — 7\
QNI ATR TRV RS, 81 H12.2 X W13.3 x D32.4 cm, AZZHE: $10.8 x
H30.2cm, &R 21 2 EAMTERE

SHIOMI Mieko, GRAPPA FLUXUS Twelve Embryos of Music #1 Preludio, 1995, magnetic
tape, cork, glass, label, wooden box, Box: H12.2 x 13.3 x D32.4 cm, Glass bottle: ®10.8 x
H30.2cm, Collection of the 21st Century Museum of Contemporary Art, Kanazawa

© SHIOMI Mieko | Photo: KIOKU Keizo

AZYTDALIR—= AL R/ MIEBITTavary7avzo b
[FFy TN HRNIGCTHITES NIz, TNIETLI P RDIER
12Dy ISR ET AT REVWSEBE THoT, 74Uy S
A—F—= Pr>TaTdA V7V —~YRUy IR TYY VS TILX
RYWNE=Y Y TAY M TAUTLR Ty 7 T ThEY TAvT-
EXVR IV =Ty FERTF. RV Tr—TA T BRARTF
ABIMLTWE, ZO7AYzI MIB VT EBRIE(S Ty /Ty
YR BEHBIRE) (T TR 2OBFLORR) 2%
122TT74avElfELTWS, FEORERBORZAONOLIICRZS
MEEICIEREROREESARYF oM TWS, BRITZOHRD
FHAVITOWT [RERTHEEBRTHHRULRDEA, WhIERBD
BRREROLSIBFEAEBR L] EHRALTWS, AIEICIFERRICS Ty /8
MEASNTWS, BRIFEA . [FHVFOLIBENHNITEFE T,
NEEDIFERITTCHEDOTT A EONTERLY Y TILRHI S IEEEE
SLWEIFHEFATLE ERRTWS, E5ICHR /v ME RO O %
HELI-W=), "HEHDBERDEE-TEZEWVWS, ZZ T ERIE
BARRELELC2DOOTr—ravadffd b2 &illlz, ZD1DH
(FZv8 TN 120BEDIE) THD, ZOERTIE, 128D
Iy NOEBOFICI2BEOEENFEINT—THERILIC
THFO2HASNTEY, 12TT42aveBoTWBERZTNZENN
AZ—IRE—RTH D, BERBD(T Ty /- TLIHR 120 FH
DRRIE #1 Preludio) (fig.6) Tl FROBIEICTAD INI1eA ZE LIAE
NTHY, ZOHIHICIFIS Ny N O FYEIF T4 —THES1E
BIEFEMIICEENEIXF (PR E L U D O)ARIATLS,
TRV TIROROT—T7ICIE, ThH D EFRDORALTEAFREIN

TWETJERINTHEY,. SEOREATDOVEHISHEILLS A
BETHDIESNTWS, ZOMDIIARICIE, TEDO1TEEDEERD
BEPEKROBESETHREIN, B4RFEDHINTWS,

#1 Preludio / BIZ=Hh

#2 Arabesque / 77 XXY
#3 Scherzo /| RV #+

#4 Malaguefa / Y745 —=+
#5 Barcarolle / 7N hA—L
#6 Minuetto / A X Ty k

#7 Polonaise / RA%X—X
#8 Capriccio/ B 7 Vv Fa
#9 Intermezzo /| AV TIVAY Y
#10 Ragtime / 774 L

#11 Impromptu / ENEHR

#12 Passecaille / /Xy HHU 7

TVIYR-NFVR/T7—31995

fig. 7

BRARF(INVIYR-NFVR/T7—321995) 19954, #, AWHE, €8,
# 1 H5.4 x 26.3 x D35.5cm, #{&H — K 1 H22.9 x 31.9 cm (34#%) , €IR21 D= MIBERR.
SHIOMI Mieko, Fluxus Balance - Version 1995, paper, wooden box, metal, Box: H5.4 x 26.3
x D356.5 cm, Card: H22.9 x 31.9 cm (34pieces), Collection of the 21st Century Museum of
Contemporary Art, Kanazawa | © SHIOMI Mieko | Photo: KIOKU Keizo

AEIZERAI92FEICER LA -A Tz TN HY X
NRIVAYDIT4vavtf@mTh s (fig.7), TDA Tz ME, 717
PRADAYN=—EDAFHRL—2aVIlEBFTNRT—LELTER
SN BRIETLIFRD A N—=(ZEFTCITRBEOM®D 122,
HMDODADPELEZEFTOEI—FOMEDLDE NFVRTELIH
AN EZEVNTTEIVL, ZNIEPAETEBRESTHLWLL X ZDEEIL
BARELTHLACKTHBB T I Xy -V RAT-h—FE&E-7-,
1995 IR *TlE, B&E D H-7-68HDN— DA ELERIERES
APBEREASLTWD, KEIEF (ZRA v LRI L) (19656-1975) LIk
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DI7NIHREREDOA—LT—FTHY, FHRT—LOAIEIC
MR REDEITCEBEDORNBPREDSPIERNANTVAD EIC
BYUIZ->TWREVWSEROBABAMEICENTLD, TOFERIE
1990 ER 7L B ROBFEI’EC R T EBREOT7ILIHRELTD
EBHEIEELTVWARBHOLDTHS,

LRV EEFBRORREGOBMETHZ, INODERIZ. B
PH Tz M ENLTCEENT /Y av 2 BEE BRI L. BRTD
BlExzH-oTW5, HFIC1990FERD7THDERIEA TV o beLTD
BEUEZBLTVWE—AT 19B0ERDIE DR (Tr—K—-
T2—Vy )RR Ty MNRE) IF BEEICLIRBEPERD
AEEMEARHANT LD, DEY INHIFRIT () LLToEED
U, 1960 FERDA Tz MERIZOWTERIZ. SMEASDY TS
aAvER—RETE(RRAT AN RIL)R(TNTY R RFVR)
EHBRLTRD LS ICIRRT WS,

[HIFAANEZE VTV ATy MERIE BEBY IV Y —hh—L
BRETRELTREZHDHDEVS LY HELHARAEDOAENT
IHZLICE>T HYINTBERPITAEZ. ZNETLILEST
BUTRATAHALI . EWLWIHDTL, ZRIEZNTLLOT
FH. Do ityourself J&WHIbIFTT AL, AIa=r—rave
W BT, —EBEORNKARATT f, |

B, —BORNBEEZDDD LA WA, X7 L LTH I
;E{L EIDT. N d BROBIRICL->T ERERETHE LD
BEMENORIMMDPZIICIEH S, BNBICH - REHE 2B LN
fhEEJ MERZINEL. BRTAIEDBEETH D, T LTEEEIC
[Do it myself] DEIEZEHHTIEH[ERERI LS IHROITEE
TR WESS M,

KBEREYTIAE—avDBEIC

*ﬁuo{’h%om((ww*fx/<3yz/-‘f7—=/°a*/1995>>%r€$<
IMERE [ALIvavE2IBR-F] (2023) " ICHEWT INEETIH T
BRLT KEIX. GEIL I avERTIE J’ET—V 9B Em%E.
FIREEZ2ADBRIZAVETI/ AV —0AIEAIOIRAEL.
[RRFEBEIPIBELBEI LV SBRT7T—2RICELIEREE
REZ12OENELTW ., HRERIE. YTV R AR EL—2ay
HBLTC [ F]OLOBALMEZERLMIEET7—T1XTHS
A=W RTFY ZAFAR v Ry b h—=T47&Ya—Y - EalL X
27— Z L TEROERENRLE-Y a3y - TV PIERARFTHS,
AEOF2L—2avOERIGERFEREZIRBEFEIEVST—<
Mo (vr—R— 22—V o) EEC (AT MNRE) E TR/
V774 —>av | O a2 E [#HLMERAELRRITIELT
BRTHIETHo7z, EFENEF2I M TAEERELTIXRTT
HE) DEREMT YAV EMFEICLDZVTIAE—2av ]| 2ET
L7z 1TRBIRa7 (%) oOBREMT AV 3 EROMEEE

62 ZHIRERTELZOH?

BEbLTI. T/ EUTAOBWEBRAREERTHIETHT2,
A7V bAEIRIINF223D P — Rk, BEARFE O HAITEKRTZINT
Wb DE BERBLEBENZNEINFEA T 2ORZBINTLEHOD
2BTHD, £/-. BABIIFIRO LS IS, BEELBEICOAINTEY.,
BEOHFIE—RTIEHELL, REH—FEZFICRVEETLZZ LN
AIROFRTHE-D MHEZFTATVLWILIIRREEZF VR L
BWhEERT, RENIC. ERAOBEICH—FEXFEREZLE
TERTAFRERAL: (fg.8), RET VA2 RE2551L. BAE
BHRAHE. BABT VM1 OBEIIRBEFREHLRTIEVL B,
L BEEBICLET AV H D VIERFO 74+ bHA XA EL
AIGEEAMBEWEEIE. BEARIL 21707 (fig.9) (fig.10),
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fig.8 (1 7x> MIRE) DERE
Exhibition proposal for Events & Games
Design: YAMADA Yutaro

EVENT FOR THE LATE AFTERMOON
Seapend & vEANLA with & Long rigs Stand face T4 Task T8 tas snathar
Wrom the roat of & building 101L 11

saarly resches the growd b fhrat S wpert

i Thes 8.3, aart [dminetes]
e
L e e than 8.5 apart [dmartee]
e — A analutat my shom them the tine and
B-ITMLRCATRUTEZE R

fig.9 (M7= MRE) DRRE
Exhibition proposal for Events & Games
Design: YAMADA Yutaro

rFE= 0 FLP D P

1. SO0 FORMCTCAEL EEATEEATAPREL TR BERRI S

2. mownERom: wran: 8
WRRRRABIL. T X T T

3. WRBORTANAG L. aimsmarmant,

fig.10 (1 V=¥ M\RE) DERE
Exhibition proposal for Events & Games
Design: YAMADA Yutaro




EVENT FOR THE TWILIGHT

Steep a piano in the water of a poal
Play some piece of F.Liszt on the piano

Chieko Shiomi, 1963

fig. 11 (A7 x> MNRE) LY CEHDA Tz b)
EVENT FOR THE TWILIGHT from Events & Games
Photo: KIOKU Keizo

EVENT FOR THE MIDDAY 1N THE SUNLIGHT

fig.12 (A7 MRE) LY (EBDA Tz b)
EVENT FOR THE MIDDAY IN THE SUNLIGHT from Events & Games
Photo: KIOKU Keizo

2EEDMBEICLBYTIAE—a v | E BEER " BHECE
IMTFRBD2ZIZLZEDTH D, INOLDERICIE. EES~DHE
HBEOMIZ (Tdr—R— 22—y ) (AT MNRE) ITIRER
ENFEATIV NSRBI UTFAE—a v EROSIEEKELT
Wiz, M), INODOERIF2024E 1823 S OB BERICHE
FETHo72, LN L. 2024F 1 A1 BICHRELREZEEMEDFE
2 BRIEPIEE o7, IRTE (202454 8308)  HEICHWT
EOHDOTIVIFRRLTUVAL, LALEERLBEREDYTI/4E—
YAavIZOVWTOREIE. SBROREFROERC YT 7M€ —aviC
N 2EHEEDLDTHo7, 202312180 EFILHEH. e
HICER%HN07, ZOHMIL 2ANFELTCWAEYTZ74E—2ay
DTATTIZOVWTCOERRBEZENEL W, EBICE I LEHL
2ADERIFEROZATICH LTEDREOBRRINFINIDOME
WIREEBI TV, BERIBREENUTIAE—TaroR#(C
DVWTMZLDRATICIE. EbLOTEANAERLATINTLE
HFANS, ZFZICIFERDOARENTRENTWEHIFTTY, (F1)
ZOERODFEIOHEFINITBENTUTIE—avdThab AL,
WS T, ZLTNT7H—RVYRDMEFEHLED T ATz bELT
DBELNBOONDLIEBERETE, EVWHTECHLWTLEID, | PE
RARTWE, INDEROFELZERTH-HICERICRIZEN
BER--BRTHD, FROBEAT BHFII(CEHOATz VM)
(1963) (fig.11) L(EB DA 7> }) (1963) (fig.12) # VT ZA XT3
FEEMITTHEY  IIE(ERFOA Tz ) (1963) (fig.13) U7
TARGBEMAERLTW L, BodINoDA Ty MeBA BRI,
(BPEDOATzV M) HMEREBSTIORREBTH-ZE (ERD

EVENT FOR THE MIDNIGHT
0:00 - one light

0:04 = five tones
0:05 - ssile

Chieko Shicsi, Ocl or Sept. 1963

fig.13 (1 V=¥ M%) LY (ERF O/ Tz k)
EVENT FOR THE MIDNIGHT from Events & Games
Photo: KIOKU Keizo

ATz M) DPIERDFND DA MY IRRATDRALTAV EiFH
DEELTITIVALBEEFMABEML WA LICHD, (ER
FDATVIMIZOWTIE. 21524 Tz FOBRTEFBRZE[ O
BEI/BD THR WO, ZREMZEFIE T MMAINEYT T
AR LT=WEEZ T,
BREDBTITONIERZNRTATTITRBECIERNEDLSI A
B TIDA TV M EZVNONITDOVWTDREIL, RN TH 7=,
FL TATTHORECTEBELTVWBIGE ERVEREZRIIENH D
EWSELEREICTER-OTLA, BIZIE, TVUF - 78TV RICEBMEIER
(EVENT FOR THE MIDNIGHT) (2016) "5 B & V) R & 1L 7= B2,
BHEEHEOXERREL [77€LI2a—Yy I EWSTOYUT
FAEL =2 avDTATTHRRE L], ZOTATTIE "M EFWT
EEEBEEITILOCHROOREZEZ AV IAVEFERLTHE
FEICLYERFPICSER TEETILVI0TH-7z, L L.
BEAILIE BERRICENATREAFTEHT OIEEMEICKELA DD
AHEMA BB L DI HoToe TNIFER NS BN, HBEDFHH
BRERENMXEZELTWEWSZEADHLNAEWVWD, SERDOYT I/ —
avICBIFAAMELTIZICRLTHLMENH B ERELTLS,
B WERISVTIAE—avDT7AT7HAREINT, BHOD
75 (EBDA Tz M) 25 B1THORBEARKRAICKETIT
FETHY EZ—ILT—IZKERY, MET/TEETHEWVD
ANBETHo7e —HAEBRDA Tz M) IZBRIGA 2 EL—2av e
LTRBHEINDZFETH- 7=, BEAERICKEOME 1 R 72 &
EZZ—, ERDA YV FORATBYICHEZEZLTWLS, £.337=0
FHEAICRASBALTMEE=_Z—TICRBINLZFEZ—TT7z78—71
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ON/OFF&EN 3, ZNICLKYBREOFEOEZTNEATEIEVIHDT,
(BE®mPOA Ty b)) TR IVRIEEBKLEDT — 7 %2 BERICEEY
T THMELIR— (fig.14) ZF A L. ®RPOEFISHK DD TUL AL
EMBABES(120%), EADEMBICENROSIF L,
[BER-F]ICBRINTAERDPETIE 6208F), INLERE.
FELZBRBECTEV 74— a>Thb,

fig. 14 A Ffa (Fe4E) (2024), IFBFHEF (BERMR) (1965) DA< —22TH 3,
KOMATSU Kazumich, L®ght Year (2024), is an homage to TANAKA Atsuko's Electric Dress
(1965) | Photo: OSAWA lItsuhiro

INDIIEREBRTHIN. COTATTIIRBTEDIETHEELT
W3, BREZDERIFOEREENDF2L—F— T—T1 X%
ZFEH TN, RETRIDVTIAE—YavIiCAF LD
SEICT.ARBEBDIETLEL,

[IAEDA Ty MERERAIATEFATWIDEIFE, XTT
WNELEROAUEEZTREBLTWE DL, ZIhLAIDZ R I
WY UTFZAXFT BN WE, UTT74E—avid TD
EREVTIAXTDEANED2ANDEREE, BRAZEHZT LI
FLWEZCEMZ R ERDPETLB, ZOANHICEST
E@RIEFLUVRRICE-AETHRIN, 2l &5
WHRICLTWA T2 L BENTY R, XATIEELRZ/MNSR
BTH-TC XTI EARTEEZRLEZN I BOEHRDA
THICBEEELTWET, BELEHEVS KV RIEL WS
DIFNFEAEBICRRABEWIREITH > T, T DIRENZ IR LT
WD IE, BEBRICP->TLKEESEALLDHTY, FITELRD
BERELTENZRICITEZ L,

64 INFERRTEZDH0?

M FUAv T e XV IPERBLE AV Z—ATAT I3 REFCZTESHE. SHELERE
PEOEREBADZT—MEREEERT, — AT BROERS[AVEZ—XT4T ]I}
FE N ESE ERBEOHGET I/ AV —ENLTHEICER L, LYEEERNLR AT T
BMoOBRERRTEZLDTHo7, ZTLT20124F, ERMBEREME TN
[AYVE—=ATFAT IV RAATAT | b=0& 17—V RIZTC, ZDOEEMBE D
[AVR=ATAT | DOEZ KBS [HHEEIOROBHICB T ILICEST
ZORIEN L EEBRES LR LW MV AATAT OBREIRET 5,

*2 WRARF[7Lo9REFAN? BHET — MU L] 74V LT — M,
20054, 136H,

*3 1. KICERELT- RS X%, 2. KICZDERELI-FEXbE 2, [MRIFERBEFIC
$B2LDTHD EWRICAVAIS /v avEEZZBRIC ARBEIOEXTCHRETS
ONEBRLIBRIC FREMFORIBHEEICLZAI2=7—2avThHEHLIE
HEICBVTHIEL. A TAARBICHIRT 2 LREN H o7, BUICHIREVWSIRTH
HZLETHS,

*4 2004#5829H ¥+ 7U—360° EED[EEILTRY - NEZ—Y DI0ROHER%
W51 DEH/NZRIRIT) ICERE . #DE, ZREIL. Water Music: version for Shojiko
Jake — for Ben Patterson (1964/2004) ,

*5 20055128108 ¥+Z U — 360° THH,

*6 2012F4A29H HERMBEREME - BETOI—I&/Tr—T v R[[v2—
ATFAT /) NV RAT 4T | THNE, TREIL, Water Music: version 2012 (1964/2012)

*7 MERAKF+7)L7HY R SHIOMI Mieko+FLUXUS] BREMHTZXF /L&D
Bhb o, 20224, 9H,

*8 ER.FIBFE. 2278,

*9 19934KR (R—b7# UAHR) [Z68L DA T x> bSIMEFIHRET 70 IChIfESNT
B, LD EIZDEAEDE TERDIZHEDTH S,

*10 BR.F\E. 106-107H,

11 KEOFHMIILE T T YA M2 SBLTHRL L, https://www.kanazawa21.jp/data_
list.php?g=45&d=1812 (B&MEH : 202444 8308)

*12 HETE. ALY avBEBRIICBEVT, ALY av ERICH 43R R A % {0
T570IC, ALY a v ERTEAWERAZBE SISV ATL2RALTWS,
[avsvarvE2  BR-BICHBRHECOIMVRTFRO2Z22BELT,

*13 ER.#IBE, 216-216H,

*14 LZEREERI7HAMITCHEE A8 T H %, https://www.elinabrotherus.
com/event-for-the-midnight (R#EE R : 202454 A308)

BARLE (=& wS)

1994 FEREMEEN, RREMAFAKERER=MRAIEHREMET. FV21REZE,
The 5th Floor O RAIZE S LVER2HREMNEF 2L —%—, K74 bFa—T T
LHNBWETOEREZBELT HBOBLLTORESOHY HEERLTWS, EAd
BRESLLTI7~RIL M7 SCAN THE WORLD | (£iR.2022) [aLovavE 28
-] (&R, 2023). [Everything is a Museum] (#:R. 2024) [SIDE CORE Living road,
Living space /4 ETW53E, £ & 572 DIFAT] (&R, 2025-26),




Appendix

(M7 MNRE)—E
The list of Events & Games

ZEMEB TR

2 Title HAGE English
BHROA Tz b EVENT FOR MIDDY IN | B3k FT 12:00 — Shut your eyes
THE SUNLIGHT 12:00 - BZREL2 12:03 - Open your eyes
12:03 - BZ[IT% 12:03'05" - Shut your eyes
12:03'05" — B%FL% 12:04 - Open your eyes
12:04 - B%[IT% 12:04'04” - Shut your eyes
12:04'04" — B%FAL3 12:04°30” - Open your eyes
12:04'30" — B%EHIT3 12:04'33” — Shut your eyes
12:04'33" — B%MEL3 12:04'560" — Open your eyes
12:04'50" - B%&HIT3 12:04'52" — Shut your eyes
12:04'52" — B%FL% 12:05 - Open your eyes
12:05 - B%[IT% 12:05'01" - Shut your eyes
12:05'01" — B%FAL3 12:05°05” — Open your eyes
12:05'05" — B%EIT3 12:05’06" — Shut your eyes
12:05'06" — B#MEL3 12:07 — Open your eyes and look at your hands
12:07 - BRI TFERS
HHOA Tk EVENT FOR THE T=ILDKDRIZET/ %BLT Steep a piano in the water of a pool
TWILIGHT FUXIDIERERETHIE Play some piece of F. Liszt on the piano
BeLWFgROA( T b EVENT FOR THE LATE | ELTAY T DR ENL Y744 UY 20— 7 T EBECETRYTIF52 L Suspend a violin with a long rope from the roof of a building till it nearly
AFTERNOON reaches the ground
ZADREEEDOLHOEZE | | MUSIC FOR TWO EWES>TULHBEFOADEER2HZI L Stand face to face to one another and stare at the opposite player's eyes,
PLAYERS | B 3X—hL ERNhT(49H) at first 3m. apart (4minutes)
RIT 1A=L @EBEAT (4HR) then 1m. apart (4minutes)
RIZ 0.3X—hL lFAENT(4HR) then 0.3m. apart (4minutes)
RIZ BA—FIL EBNT(49H) then 6m. apart (4minutes)
RIZ 06A—kL [EBENT(49R) then 0.5m. apart (4minutes)
O NICEMEERERLTHO>TLW An assistant may show them the time and and distance
ZANDEREOLHDER MUSIC FOR TWO ZANDBREOIDHDELR MUSIC FOR TWO PLAYERS Il
PLAYERS Il BET In a closed room

pass over 2hours
in silence
(They may do anything but speak.)

TA=Ur ATk

FALLING EVENT

— BLFh AL OYEETSEDIL
TLILAR—Z AT a—b A=THIFAN M (FN) HDEFEST
RFAHEDLVTERDRZEVIHLETSEZIL

1. Let something fall from a high place.
2. Let yourself fall from a high place using an elevator, parachute, rope, or
anything else, or using nothing.

ZnH—FOEEIC

o o—

HE2<BTL,

HOBHERDEI > TWEIHRPEDERBER DB L,

3 EAMORICAYRL T &,

A e WIND MUSIC —REETIL 1. Raise wind.
Z. BIRhhBE 2 Be blown by wind
AhOPERICRIEDZ L Let anything be blown by wind.
Z.BROR 3. Wind at the beach, wind in the street, wind at the passing by the car.
Ho@ Typhoon.
HOREBYBEDR
)

IF7—E-2R MIRROR HYED LISBEOAA~NE Z@IFTID Stand on the sandy beach with your back to the sea.
CHEBADFIF>TZOF%EHD Hold a mirror in front of your face and look into it.
CENDDBOHANEAETODEEHEVTITERDHRAANS Step back to the sea and enter into the water.

AR—E=2R STAR PIECE —EREVE EROBHMZINERSZE The biggest star Look at it while you like
ZEBICKEVE CANADBTENEEIL The second biggest star Obscure it with smoke of a cigarette
CEHEBICKEVE ‘HTerhzgEOZE The third biggest star Shoot it with a gun
‘mOEHICKEVE Rz The fourth biggest star Hold a cat in your arms
CREHICKEVE CEERETINEDFVWTCRDIL The fifth biggest star Look at it through a telescope
REBICKEVE ENEROITBRHERSZL The sixth biggest star When you find it, look at your watch
EEBICKEVE AT DOKICZENEBRLTERG Z L The seventh biggest star Reflect it in the water of a glass and drink it
NEBICKEVWE A=V DORTENEESIL The eighth biggest star Obscure it with the flame of a candle
THEBICKEVWE < The ninth biggest star Drew a deep breath
HEBICKEVE IS TR T RO L TN ERSZ L The tenth biggest star Lie down and look at it through a loop of your fingers
+—FBICAKEVWE -BEBVAEFRESRUIE The eleventh biggest star Read a letter send to you recently
(BHICRTHEATTEL) (draw connecting lines as you like)

Sy Ry =2 SHADOW PIECE (B ELBE R, ZOMIEBDBANBH DA OMH OYIEDFE—ZNIE | Make shadows -still or moving- of your body or something on the road, wall,
BIELTOTHEHLTWTHEW—%FRZE floor or anything else
ADDHETZDEEDODNEXDIE Catch the shadows by some means.

SxRy-E=2 1 SHADOW PIECE Il 1. Z0Hh—FOERICHEEIDHIE, 1. Project a shadow over other side of this card.
2. EDBHEXDEF>TVWIBHEDERBRER DB L, 2. Observe the boundary between shadow and lighted part.
3 ERBORICAVALZE, 3. Become the boundary line

SrRy-E=2 1 SHADOW PIECE Il 1. 20— FORBAICEEDBIL, 1. Project a shadow over other side of this card.
2. HOBHEXDET>TVWIE D LDERBRER2HZT L, 2. Observe the boundary between shadow and lighted part.
3. BRMOFICAYVRAL Z L, 3. Become the boundary line

Yy RT-E=2 SHADOW PIECE Il Yy Ry-E=2 1 SHADOW PIECE Il

1. Project a shadow over other side of this card.
2. Observe the boundary between shadow and lighted part.
3. Become the boundary line
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BOUNDARY MUSIC

BANETIEEZINABELLTEND P ENL LD OBRROREICETH
KHETAICTHI L

BREICHRLTIER A BFHREZOM (1) bowaPkrALLN
T&n

Make the faintest possible sound to a boundary condition whether the sound
is given birth to as a sound or not.

At the performance, instruments, human bodies, electronic apparatus or
anything else may be used.

ZADREEHEDIHD
Zrb ATk

PHOTO EVENT FOR
TWO PLAYERS

MELX EVOLEXRIE—BOLATEEERYE,
RIS, 74N LR L—ERBHICLTRAKICERY A,

Both performers take photos of each other including complete figure or chose-
up of some parts.
Second performer uses film already exposed by first performer.

BEDHDHERDIEE DISSERPIARING HMEC———HEHREHET Smile - stop to smile
MUSIC FOR FACE
KOT-HDBBTHEH PASSING MUSIC FOE | RORIZ@BTZZ & W EAL ZBBS DT L, 7272 L. BEIRA>7= | Pass by a tree or let some object pass by a tree but each time differently.

A TREE

PYH T,

KBEYDA Tz b

PIECE FOR A SMALL
PADDLE

ZOERISBAU L OHEEETITE.
BANKBEY ORDICAIE LY, KEZEREH D,
FEBEDYXLTI-7Y LR HALY TS,

This piece is performed by several performers.

Each performer takes position around the puddle

Each stands or squats according to ones own chosen rhythm looking at the
surface of the puddle.

I7—- A7z AIR EVENT —ElORFRTITLAMEESEE. ZOKREICHA V52T 5, Inflate a small rubber balloon in one deep breath and sign your name on the
(Chebil-0ffied5) surface of the balloon.
F—ovavERVT OEEEOMAES LN TES, (this is your long)
You can buy lungs of other performers at an auction.
KOFH Water Music 1KICERIEL AR5 2D,
(IA=R—-22—=Yv7) 2. KICZDOEIE LI AL DY S, 1. give the water still form
2. let the water loose it's still form
R — L TRACE GAME RO ETHANETITIZE Play this game on the sandy beach.
ZD3HD—ADERBICL>THEMDALIEZDHICHE L THL Play it with more than several men
KEDOANDZHOIIFILHRATHRILRD LS IC10ER ERR LA TIE | One of them walks, taking the lead,
(AT the others follow him.
FHADANIFE00X— ML ESWTHDHESRICRYRERRICT2 The leader’s trace must curve and cross
BITHECABHBORRANELDZADILEBOANHATHL LSS EIR | itself more than ten times.
LizYirbib oY LTEW AL ALEETSH SIS The leader must walk more than 500 meters
— RO ETAIDORELAEHES>TLESLLZDZAIRT —LADEY | Coming near the starting point, he must
% make a loop of his trace.
ZDESILT— A2 DR WIEFHED WA > 7B — L1312 The followers may take any of the three
courses at each crossing point,
but must not return or stop.
All must move at the same tempo
When one meets another coming from
the opposite direction on the line,
the two men must go off from this course.
When one man or nobody remains,
this game is finished.
HERFDOA T b EVENT FOR THE 0:00 -=-------- —D20K 0:00 — one light

MIDNIGHT

0:04 - five tones
0:05 - smiles

R—bL—h-E—2X

PORTRAIT PIECE

BABESOREESOELHELIAOBETATIIIZL
OBV ICZDBEREEFERICTS

ZOHPEDIET
CBERICLEYOIELEY LEASEROTOEERS
CRONRTEZOEEDZTWVTRS

Do this piece with a portrait of yourself or your dearest one
Crumple up the portrait without tearing it

Smooth it.

Look at the face in the portrait, crumpling and smoothing it.
Look at the face through a magnifying glass.
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Can We Realize This Work?
TAKAGI Yuu

“Has EVENT FOR THE TWILIGHT ever been realized?”

“No, I've never done it myself, and I've never heard of anyone
else doing it either. That’s why I'd love to make it happen if
possible... Renting out a hotel pool, setting up a grand piano,
and having a properly dressed pianist in a tuxedo to play it. But
when | think about the internal structure of the piano, | realize
that adjusting the amount of water would be quite tricky.”

On September 1, 2023, | visited the home of SHIOMI Mieko (1938-)
for the purpose of researching her works and inviting her to participate
in a group exhibition. The excerpt at the beginning is extracted from
a recorded conversation between Shiomi and me. While this conver-
sation consists of simple questions and answers about her works, it
also raises a critical issue regarding the collection and utilization of
artworks in museums. Specifically, it questions how museums should
make artworks —whose very existence depends on the involvement
of others, including the artist—accessible to others. This article is
based on two interviews with Shiomi and provides an analysis and
commentary on ten newly acquired works in 2022. Shiomi's works
function as intermedia pieces that incorporate both language and ob-
jects, requiring interpretation akin to reading a musical or conceptual
score. The primary objective of this article is to organize the linguistic
information related to the works in our collection. Furthermore, it ex-
plores the potential realization of these scores as artworks, illustrating
and discussing curatorial practices in this context.

Shiomi is a bold yet subtle artist. She co-founded Group Ongaku,
the first collective in Japan to engage in group improvisation without
relying on musical idioms such as modes or rhythms, using electronic
instruments and non-instruments. She also participated in Fluxus, the
global art movement led by George Maciunas. Shiomi has been involved
in emerging creative movements both in Japan and abroad. In 2022,
our institution acquired ten of her works, considering their connection
to contemporary art through concepts such as cross-media fluidity
and indeterminacy, as well as their relation to John Cage, another
artist in our collection (fig.1).

Setting aside the consideration of the years in which the works in our
collection were recreated, they can be categorized into two distinct
periods: the 1960s and the 1990s. The 1960s mark the very begin-
ning of Shiomi’s career, a period of significant transition. In 1963,
she distanced herself from Group Ongaku and made the decision
to move to the United States—an approach toward Fluxus, in other
words, contemporary art. From that point until the late 1970s, she
presented her works through the concept of intermedia.” During the
late 1970s and the 1980s, Shiomi's focus shifted back to the domestic
music scene, as she herself noted:”My attention was directed almost

entirely toward the Japanese music world [...] In the 1980s, | was
flying along the furthest orbit from the Fluxus constellation.”*? In
Shiomi’s own words, this was a return to music. From the 1990s on-
ward, she became actively involved in Fluxus-related projects both in
Japan and internationally, further refining her diverse artistic practice
through the concept of transmedia. Improvised music, action music,
“events,” intermedia, and transmedia— Shiomi continued her creative
activities without being confined to any single form of expression. This
dedication is evident even in the collection’s ten works—though few
in number, they encapsulate the essence of her artistic pursuits. Now,
let us examine each piece individually.

Events & Games

Events & Games (fig.2) was originally created between 1963 and 1964
and was reissued in a limited edition of 80 copies by GALLERY 360°
in 2006, based on the original version released by Fluxus. The plastic
case contains 23 cards, a portrait photograph, and an instruction sheet
by Shiomi. Each of the 23 cards features a poetic action named an
“Event.” George Maciunas designed the English text, Takako Saito
wrote the cursive Japanese script, and Shiomi herself hand-wrote
the standard script. The cards were printed at different times. Among
them, 14 are bilingual (English and Japanese), while SHADOW PIECE
/I and two smaller cards (medium and small size) are originals from the
1960s, featuring only English text. The remaining seven English-only
cards were reprinted by the artist in the 1980s for ReFlux. Excluding
duplicated content, the collection includes 21 unique event pieces.

Water Music (white label)
Water Music (blue label)

One of the events included in Events & Games, Water Music was
recreated in 2019 under the labels Water Music (White Label) and
Water Music (Blue Label) (fig.3). The label design was created by
George Maciunas, and when the artist was asked about the difference
in color between the blue and white labels—printed on the paper
stock used for the score of Ultimate Music No.7-No.6 (2004)—she
responded: “Using these two types of paper gave it a twin-like feel,
which I thought was nice. It was just a coincidence that | happened to
have both papers at hand. To be honest, there's nothing special about
it.” In addition to the title, the labels bear the following instructions:
“1. Give the water still form 2. Let the water lose its still form.”"

The event piece Water Music was first presented in 1964 when Shiomi,
having moved to New York, performed a solo concert as part of Fluxus
at the Perpetual Flux Fest After returning to Japan, she realized the
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piece again in 1965 at FLUX WEEK (Gallery Cristal, Tokyo) and later
in 1994 at Fluxus Media Opera (Xebec, Kobe). There are also sever-
al variant versions of the work, including: Water Music. version for
Shojiko lake - for Ben Patterson (1964/2004)*, Water Music: version
2005 Drenched Erik Satie (1964/2005), Water Music: version 2012
(1964/2012).¢ This work has been performed multiple times by the
artist herself as well as by others.

Bottled Music Series

This series of works was created for the exhibition Sound Objects, held
in 1993 at the Hundertmark Gallery in Cologne, Germany (fig.4). The
series consists of 14 variations, from #1 to #14, each encapsulating
a distinct musical concept. According to Shiomi, each piece was
originally planned to be produced in 12 editions, but some pieces
were left unfinished due to a lack of materials. The exhibition Sound
Objects featured works #1 to #8, while #9 to #14 were created after
the exhibition had ended and were not sent to Germany. Our museum
houses the following pieces from the series: Bottled Music #9 Ready
to Blend Expressions (fig.5), Bottled Music #10 Time-Capsules, Bottled
Music #12 Sonic Palindrome, and Bottled Music #14 Dream Inducer.
In #9 Readly to Blend Expressions, 24 small capsules contain musical
instruction terms typically found in sheet music, such as “gracefully,”
“boldly,” “capriciously,” “furiously,” “solemnly,” “in deep sorrow,”
and “passionately.” The label instructs: “Take all capsules at once.”
#10 Time-Capsules contains 15 small capsules, each inscribed with a
musical term related to time, such as “at a free tempo,” “very fast,” “in
waltz time,” “gradually slowing down,” and “at walking speed.” The
label reads: “Take when you wish to change the pace of your life.” In
#14 Dream Inducer, the small capsules sealed inside the bottle are la-
beled with the names of musical pieces associated with dreamlike at-
mospheres, such as “Ballad,” “Barcarolle,” “Pavane,” and “Nocturne.”
The label advises: “Take before bedtime.” #72 Sonic Palindrome differs
from the other three. It consists of two bottles, each labeled with
the Latin palindrome “IN GIRUM IMUS NOCTE ET CONSUMIMUR
IGNL" (This phrase has been interpreted in Guy Debord’s work of
the same title as: We Spin Around the Night Consumed by the Fire).
Inside the bottles are paper slips on which this palindrome has been
transcribed into musical notation, assigning a sound to each letter.
Also enclosed is a magnetic tape recording of the piece performed
on a synthesizer—one bottle containing the standard playback and
the other containing a reversed version. This work is conceptually
linked to GRAPPA FLUXUS Twelve Embryos of Music #1 Preludio.
Shiomi’s approach, which humorously intertwines sound, language,
and action, reflects the elements of visual poetry and event-based art
she has consistently explored.

"o
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GRAPPA FLUXUS A Musical Embryo
GRAPPA FLUXUS Twelve Embryos of Music #1 Preludio

This work was created in response to the edition project Grappa
Fluxus, initiated by the Italian collector Luigi Bonotto. The project’s
concept was for Fluxus artists to design grappa bottles. Participants in-
cluded Philip Corner, Jean Dupuy, Geoffrey Hendricks, Alison Knowles,
Ben Patterson, Emmett Williams, Eric Andersen, Dick Higgins, Milan
Knizak, Takako Saito, Ben Vautier, and Mieko Shiomi. As part of this
project, Shiomi produced two editions: GRAPPA FLUXUS A Musical
Embryo and GRAPPA FLUXUS Twelve Embryos of Music #1 Preludio,
each in a limited edition of 12 copies. The bottle’s spout resembles
the mouthpiece of a wind instrument, while tuning pegs, typically
found on string instruments, are attached to its side. Regarding the
design, Shiomi explained, “I intended to create an undifferentiated
form—neither a string instrument nor a wind instrument—like a mu-
sical fetus.”” The bottle itself is filled with actual grappa. Shiomi also
noted, “Hoping that it would produce a sound similar to an ocarina,
| drilled about six holes in it. However, when | received the sample
bottle, | found out that it did not produce any instrument-like sound.”®
Furthermore, Bonotto expressed concerns about sealing the bottle’s
mouth, saying the holes would be problematic. As a solution, Shiomi
decided to create two different versions, one of which is GRAPPA
FLUXUS Twelve Embryos of Music #1 Preludio. In this version, twelve
empty grappa bottles each contain a tape recording of a different
piece of music, making each of the 12 editions a unique piece. The
version held in this museum'’s collection, GRAPPA FLUXUS Twelve
Embryos of Music #1 Preludio (fig.6), has seven cork stoppers inserted
along its side, each marked with a letter corresponding to P, R, E, L,
U, D, O—spelling out “Preludio” from J.S. Bach's The Well-Tempered
Clavier, Book 1, No.1. The label states, “The tape inside the bottle
contains recordings of these musical pieces in their embryonic form,”
describing the performances as akin to a musical fetus hesitantly
taking its first steps. Similarly, the other eleven bottles each contain
recordings of the following eleven pre-existing musical pieces, per-
formed in the same manner and sealed within their respective bottles.

#1 Preludio
#2 Arabesque
#3 Scherzo
#4 Malaguena
#5 Barcarolle
#6 Minuetto
#7 Polonaise
#8 Capriccio
#9 Intermezzo
#10 Ragtime
#11 Impromptu
#12 Passecaille




Fluxus Balance - Version 1995

This work is an edition piece of Fluxus Balance, a mail event conceived
by Shiomi in 1992 (fig.7). The event was devised as a poetic game
in collaboration with Fluxus members. Shiomi sent cards to Fluxus
members with the following instructions: “Please write something
that would balance with an object placed on the other side of a scale
by another participant. It can be a physical object or a concept, and
you may choose whether or not to specify its weight.” In the 1995
edition™®, Shiomi herself redistributed 68 cards with responses and
created new pairings. This work inherits the tradition of Fluxus-style
collaborative mail art, following Spatial Poem (1965-1975). Beyond its
nature as a poetic game, it also reflects Shiomi's worldview —one that
sees balance as a fundamental principle underlying all phenomena,
from the movement of celestial bodies to the inner workings of living
organisms. This piece was created during a period in the 1990s when
Fluxus was undergoing a reevaluation, coinciding with a renewed
vibrancy in Shiomi’s activities within the Fluxus movement.

Above is an overview of Shiomi’s works in our collection. These works
possess the unique characteristics of prompting and stimulating the
viewer's imagination of musical actions through words and objects.
Among them, the seven pieces from the 1990s maintain a sense of
autonomy as objects. In contrast, the three works from the 1960s—
including Water Music from Events & Games—allow for the possibility
of enactment or realization by the viewer. In other words, these pieces
strongly exhibit the qualities of a score. Shiomi commented on her
event pieces from the 1960s in comparison to Spatial Poem and Fluxus
Balance, both of which are based on participants’ reactions.

“The event pieces | composed then were not meant to be per-
formed and showcased in galleries or concert halls. Instead,
they were designed for all to engage with in their daily lives, and
to encourage a new way of perceiving ordinary phenomena and
actions through a different sensibility. That was fine in itself, but
since it was essentially a ‘Do it yourself' approach, it became
somewhat of a dead end in communication.”*1°

It is true that this could be considered a kind of dead end. However,
by releasing the score to the world, the work remains open to the
possibility that, somewhere, someone may bring it to life through
infinite interpretations. Creating new pathways within a dead end is
precisely what gives significance to a museum'’s role in collecting and
exhibiting works. And if we define “utilization of a work” as something
that evokes a “Do it myself” feeling in the viewer, then isn't that also
an important aspect of its value?

Toward the Coming Realization

With the exception of Fluxus Balance-Version 1995, the remaining nine
of the ten aforementioned works were exhibited for the first time since
our acquisition in the exhibition Collection Exhibition 2. Electricity—Sound
(2023).""" This exhibition reexamined works in our collection that en-
gage with the theme of “sound” from the perspective of the technolo-
gy that utilizes “electricity” to give form to sound. One of its aims was
to raise questions related to contemporary art more broadly, such as
“recording and playback” and “preservation and restoration.” The ex-
hibiting artists included Carsten Nicolai, Janet Cardiff & George Bures
Miller—who materialize various properties of “sound” through sound
installations—and John Cage and Mieko Shiomi, who expanded the
definition of music. In this exhibition, Shiomi’s works were framed
within the theme of “recording and playback,” and the curation fo-
cused on opening up Events & Games, including Water Music, to the
possibility of “realization” —presenting them as “scores that anyone
can perform.” Two key curatorial approaches were implemented: (1)
the spatial design for displaying the scores (musical notation) and
(2) the “realization” of the works by others. The first approach, the
spatial design for displaying the scores, aimed to explore an exhibition
method that maintained the materiality of the works while ensuring
accessibility. The Event scores consist of 23 printed cards, available
in two types: one with English text on one side only and another with
Japanese and English on separate sides. Additionally, as previously
mentioned, the Japanese text is shown in both cursive and regu-
lar script, within which the cursive script is difficult to decipher at
first glance. Since the work was originally intended to be viewed by
handling the cards, we considered how to evoke a sense of reading
both sides simultaneously. Ultimately, we adopted a display method
in which the cards and textual information were arranged side by side
on the exhibition table surface (fig.8). In cases where the English text
design was presented, the Japanese text was provided alongside it,
and vice versa. However, when the Japanese cursive script or the
English font size was small and difficult to read, Japanese and English
were both displayed below (fig.9) (fig.10).

The second “realization by others” was carried out by two invited
artists"'?, Tomohito Wakui and Kazumichi Komatsu. In addition to pre-
senting new works for the exhibition, these artists were commissioned
to create realization pieces by selecting events from Water Music and
Events & Games. Initially, these works were scheduled to be exhibited
in the second phase of the exhibition, starting on January 23, 2024.
However, due to the impact of the Noto Peninsula earthquake that
struck on January 1, 2024, the exhibition was canceled on December
27, 2023. As of April 30, 2024, their plans have not been realized at
our institution. However, the discussions between the two artists and
Shiomi regarding the realization process have laid the groundwork for
future presentations and realizations of these works. On December 18,

ﬂ [ar] P—iv jssue 11/ 2026 69




2023, | visited Shiomi together with Wakui and Komatsu. The purpose
of this visit was to exchange ideas regarding the realizations they
were planning. To be honest, both the two artists and | were uncertain
about the extent to which Shiomi's scores could be interpreted. In fact,
Shiomi herself articulated her stance on realization criteria, stating:
“Many scores contain only the most fundamental elements, which
means they imply an infinite range of possibilities. [...] The idea is to
avoid realizations that stray too far from the essence of the artist’s
work. And, perhaps most importantly, to create a performance that
enhances the event's overall quality, including the manner in which itis
executed —that, | suppose, would be the main idea.”"'® This is precisely
why it was necessary for us to meet her in person to understand her
unique artistic approach. At the time of our visit, Wakui had planned
to realize EVENT FOR THE TWILIGHT (1963) (fig.11)and EVENT FOR
THE MIDDAY IN THE SUNLIGHT (1963) (fig.12), while Komatsu had
expressed his intention to realize EVENT FOR THE MIDNIGHT (1963)
(fig.13). Their selections were based on distinct considerations: EVENT
FOR THE TWILIGHT had never been realized, not even by Shiomi
herself; EVENT FOR THE MIDDAY IN THE SUNLIGHT resonated with
both Shiomi's poetic yet disciplined timeline-based score and Wakui's
expertise in technical sound engineering. Komatsu, who specializes in
spatial art, was particularly attracted to EVENT FOR THE MIDNIGHT
because, out of the 21 events, it had the least specific spatial direction
and, therefore, allowed for a broader range of spatial interpretations.

The exchange of simple ideas between Shiomi and others, as well as
discussions on the motivations behind Shiomi’s creation of this event,
left a strong impression. It was also memorable that Shiomi occa-
sionally expressed reservations when an idea deviated significantly
from the original concept. For example, when Shiomi referenced Elina
Brotherus's video work Event for the Midnight (2015)"%, Wakui asso-
ciated it with car lights and proposed an idea for realization under the
concept of “Accelerator Music.” This idea involved using motorcycles
to produce music—by modifying the shape of the exhaust outlets via
computer control, the system would autonomously play a five-note
scale at midnight. However, Shiomi pointed out that generating loud
sounds outdoors at midnight could cause problems for the museum.
Perhaps, from Shiomi's perspective, the idea lacked a certain poetic
sensibility. Nonetheless, it seems worthwhile to record this as a refer-
ence for future realizations. Following the visit, both artists shared their
realization ideas. Wakui's realization of the EVENT FOR THE TWILIGHT
was scheduled to take place in the museum’s light courtyard on the
exhibition’s final day, May 11. The plan involved filling a vinyl pool with
water and performing on a toy piano. Meanwhile, EVENT FOR THE
MIDDAY IN THE SUNLIGHT was to be developed as a video installa-
tion: a video monitor displaying a close-up of a woman's eyes against

70 Can We Realize This Work?

a coastal backdrop. The eyes blinked in accordance with the score
of EVENT FOR THE MIDDAY IN THE SUNLIGHT. Each time the eyes
opened and closed, a guitar effects pedal installed beneath the moni-
tor would be turned ON and OFF, altering the sound of ocean waves.
For the EVENT FOR THE MIDNIGHT, Komatsu wore a suit made by
attaching battery-powered LED tape to a dust-proof suit (fig.14) and
walked through the unlit interior of the museum at midnight (“One
Light”). The project entailed recording Komatsu's footsteps echoing
through the empty museum together with the sounds (“Five Sounds”)
emanating from the four artworks exhibited in the Electricity—Sound
exhibition and compiling these into a documentary film.

These ideas have not yet been realized, but | firmly believe that they
can be brought to life. Shiomi and her works have embraced curators
and artists born in the 1990s. | would like to conclude this article with
her words, which anticipate the realizations that lie ahead in the future.

“| refer to my past event works as ‘scores’ because a score still
suggests infinite possibilities. Some people draw from it and
bring it to realization. The realization is a collaborative process
between the original creator and those who actualize it. As time
passes, new creators emerge with fresh ideas and techniques.
The work is reproduced and transformed through them in ways
that suit the new era. Ideally, | would love to see it evolve in such
a way. A score is merely a tiny seed —what kind of flowers it will
bloom into is left to future generations. Rather than thinking of
it in terms of original work and its direction, | see the original
work as something almost imperceptible, like vibrations. It is
those who bring it to life that amplify these vibrations. | would
love to simply be an audience member and watch it unfold.”




Notes:

*1

*2

*3

*4

*5
*6

*7

*8
*9

*10
*11

*12

*13
*14

Dick Higgins' concept of “intermedia” refers to art forms such as visual poetry and
sound poetry that transcend the boundaries of words, images, and sounds. In con-
trast, Shiomi's interpretation of “intermedia” explored a more functional relationship
between media, using technology to inter-transform sound, light, language, and the
performer’s body. In 2012, at the “Intermedia Transmedia” talk and performance
held at the Museum of Contemporary Art Tokyo, Shiomi further developed Higgins’
original concept of “intermedia” and introduced the notion of “transmedia,” that is,
the continued creative evolution that occurs by moving from one medium to another.
Mieko Shiomi, What is Fluxus?—The People Who Connected Everyday Life and Art,
Film Art Publishing, 2005, p. 136.

“1. give the water still form 2. let the water lose its still form.” Shiomi herself did
the Japanese translation. When asked whether she conceived the instructions in
Japanese and then translated them into English, she responded that if the creative
process took place in an English-speaking environment, she would compose them
in English first and translate them into Japanese later. Therefore, the term “Japanese
translation” is appropriate.

Dedicated and premiered on May 29, 2004, during the sightseeing bus tour organized
by Gallery 360°to celebrate Ben Patterson’s 70th birthday at Mount Fuiji.

Premiered at Gallery 360°on December 10, 2005.

Premiered on April 29, 2012, at the Museum of Contemporary Art Tokyo Auditorium
during the talk and performance event Intermedia/Transmedia.

SHIOMI Meiko + FLUXUS, Tokyo: Watanuki Ltd. / Toki no Wasuremono, 2022, p. 9.
Shiomi, op.cit., p. 227.

The 1993 edition (portfolio version) was created to be sent back to the 68 event
participants and was designed so that anyone could play with different combinations
of responses.

Shiomi, op.cit., pp. 106-107.

For more information about this exhibition, refer to our museum’s website: https://
www.kanazawa?21.jp/data_list.php?g=45&d=1812 (Accessed: April 30, 2024)

Our museum employs a system of inviting guest artists—who are not part of
our collection—to participate in our Collection Exhibitions. This approach allows
us to introduce new contexts and perspectives to the works in our collection. In
Collection Exhibition 2: Electricity—Sound, we invited two artists, Tomohito Wakui
and Kazumichi Komatsu.

Shiomi, op.cit., pp. 215-216.

The work is available for viewing on the artist’s website: https://www.elinabrotherus.
com/event-for-the-midnight (Accessed: April 30, 2024)

TAKAGI Yuu

Born in Kyoto in 1994, graduated from the Graduate School of Global Arts, Tokyo University
of the Arts in 2020 (Lalus Prize). Takagi is a co-founder of The 5th Floor and a curator of
21st Century Museum of Kanazawa. He is searching for a way of the exhibition as a place
of empathy through the practice of sites not bound by the white cube. Recent exhibitions
include “APERTO 17 SCAN THE WORLD [NEW GAME]"(2022), “Collection Exhibition 2:
Electricity-Sound” (2023), “Everything is a Museum” (2024), and “SIDE CORE Living road,
Liginf space” (2025-26).
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HAEH RE7 —AHAEH BEREMEE /U - Y- R HRARHAEE. BB NEEFAAPRE BhASHRE, kX BRI 21, KA EH
FEREE, LEESHRERRARE. BRNBERRERAST MASHSRES ANBRMKASH AR IO BEEILA— SRS XS AH
BEMER. MABH /Y F 728 - 4722V IV EBEGKR ST RREHIFVE-F R R HKASHVYFa—RL—rar HASHILERT.
—MHEEASRERER =y I KA EFREALE BER BREWBGRRZHER. —BEFEEAMUU ZBEERASH AKX —T L AT R
FYAIXE A HE AREMEEASRYFEBUY — Xt 2 — MADHHREMRR. SRPREERBREE. R— =777 N — HASHTA T
aAvEa—R&

ﬂ [ar] P—ov

ER21HICEME HRILE
A journal on contemporary art and culture
21st Century Museum of Contemporary Art, Kanazawa

#1155 202645
issue 11/2026

R [EMEEMA Special Issue: Museum and Its Neighbors

EE FRHREE. BREE hFED. BALE. Authors: ITO Kaori, KUROSAWA Hiromi, SATO Shinya, TAKAGI Yuu,
TAEY—E— b RANIHF. FAE Timothy MORTON, HASEGAWA Yuko, YANAI Makoto,

AR Ea— [REEE AMEC. FiRE Interview: HARADA Mio, MOTOHASHI Jin, HIRATSUKA Katsura

BR HAEt7L—XsL—X Translator: Fraze Craze Inc.

fREE /BB« SIHAM. RIS (RIR21 T EMEE) | PR Editors/Proofreading: MIURA Daichi,

FHAY @mEt MOTOHASHI Jin (21st Century Museum of Contemporary Art, Kanazawa), ITO Yuki

Design: MINAMI Takuya
BRlEE [ Efigge Lo a v R e

Special Series: Museum and Forming Its Collection
EE REEE BEY. RBIKT

AR A Authors: KUROSAWA Hiromi, TATEHATA Akira, HASEGAWA Yuko
TREE /1R« A, MBI (RIR2V HICEMER) N FLE Moderator: MOTOHASHI Jin
FHAY @mEt Editors/Proofreading: MIURA Daichi,

MOTOHASHI Jin (21st Century Museum of Contemporary Art, Kanazawa), ONO Fuyuki
Design: MINAMI Takuya

ENRY : BEZ DRItk 24t

FAT  2IR2V AT EMEE

RINBERHER-2-1 Printed by Noto Printing Corporation

Tel. 076-220-2800 Fax. 076-220-2802 Published by 21st Century Museum of Contemporary Art, Kanazawa
http://www.kanazawa21.jp 1-2-1, Hirosaka, Kanazawa, Ishikawa 920-8509 Japan

%1TH : 2026568 1H Tel. +81 (0)76-220-2800 Fax. +81 (0)76-220-2802

http://www.kanazawa21.jp
Published on June 1, 2026

©2026 21st Century Museum of Contemporary Art, Kanazawa
All copyrights of articles belong to each author and speaker. All Rights Reserved.





